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ABSTRACT 
The study explores and describes the design praxis of South African clothing label 
Superella, which seemingly does not follow a trend-based design approach, but 
instead appears to implement a ‘Do-It-Yourself’ (DIY) approach, underpinned by 
sustainability, to its design praxis. The design praxis in this study is aligned to the Wolf 
and McQuitty (2011) DIY Motivator Framework as an approach to sustainability, within 
that of Armstrong and LeHew’s (2011) ‘’New Dominant Social Paradigm” (DSP). The 
paradigm presents an alternative, non-linear approach to fashion sustainability by 
fostering conscious awareness of the impact that the fashion product, processes and 
consumption have on the earth and humans, and by considering interventions during 
the production, use, re-use and disposal phases. 
The current fast fashion system is designed in such a way that consumers have little 
idea how, from what and by whom a product is made; instead, the industry has 
disempowered consumers by suppressing alternative fashion options and 
experiences. Numerous authors on fashion sustainability aver that a holistic and 
integrated approach is fundamental to achieving transformation, suggesting that the 
user should be empowered, autonomous and able to create freely; expressing their 
authentic identity without following prescriptive trends. Slow fashion is proposed as a 
means to address unsustainability, by creating awareness around slowing down 
design and production processes, as well as consumption (Jenkins and Hilimire 
2015:6). DIY signals a shift towards a new trajectory that is in line with slow fashion, 
where the objective is to question individual accomplishment, creativity, independence 
and the development of new skills, rather than passive engagement and consumption 
(von Busch 2008:48). DIY extends beyond the hands-on activities of repairing, making 
and saving money, and the motivation for DIY suggests that DIY is an ontological way 
of being. 
A qualitative research approach, employing an intrinsic case study design, was 
followed by purposefully selecting the sample. Focusing on the design thinking, 
product development, customer engagement and retail, an in-depth understanding of 
the inner workings of the designer was gained. The line of enquiry informed by the 
theoretical framework guided the interviews, observations and archival content 
gathering. A qualitative content analysis allowed for the approaches and activities to 
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be positioned within the lines of reflection according to Wolf and McQuitty’s (2011) DIY 
Motivator Framework, providing insight and a rich description of the design praxis, and 
the alignment to DIY as an approach to sustainability. 
Although this study deployed an intrinsic case study research design, which was 
limited to a single designer, several notable findings emerged. Firstly, DIY extends 
beyond hands-on activities of repairing and making things to saving money, and as an 
approach is much broader, providing a holistic perspective on making and using, 
rather than being merely a series of acts. Furthermore, the user and the maker 
become the same person, giving rise to a seemingly ontological way of being in this 
world, where the DIYer is knowledgeable, responsible, independent, empowered and 
empathically connected to the product, the making process and other like-minded 
individuals. 
The survey of scholarship further revealed a significant cohesion between DIY as an 
approach to sustainability and emotional durability, indicating a new framework – 
‘doing-it-for-yourself-and-others’ (DI4Y2). This paradigm shift in the user-maker-
product relationship suggests a deeper connection to the product and the making 
process, but more importantly, the fostering of conscious awareness by the user-
maker, as the value of the product is no longer just monetary but displays signs of 
immaterial need satisfaction.  
  
	 v	
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GLOSSARY 
In order to provide clarity within the study, a number of terms are explained below.  
Sustainability as a term, a construct and an approach within the current fashion 
industry is complex and multifaceted. In sub-section 1.2, sustainability as a term is 
problematised and discussed by presenting an overview of fashion sustainability. In 
sub-section 2.2, suggested sustainable approaches within the fashion industry are 
considered, and the Armstrong and LeHew (2011) ‘New Dominant Social Paradigm’ 
(DSP) is unpacked as a non-linear approach to sustainability. The DSP and suggested 
interventions by sustainable fashion theorists are outlined in the operationalisation of 
the study as illustrated in Appendix C. 
Table 1.1 – Glossary of key terms used in the study 
Term Definition of terms used in this study Sources 
Bricolage Bricolage is a French loanword derived from the 
French verb bricoleur (to tinker). The English term 
DIY (Do-It-Yourself) is the closest equivalent of the 
contemporary French usage. In both French and 
English, bricolage denotes any work, artefact or 
process in a human endeavour by means of the 
creative use of leftover materials from other projects 
to construct new artefacts. 
Baldick 2008:42 
Clothing Clothing (without fashion) is concerned primarily 
with physical or functional needs such as sheltering, 
shielding and protecting. Clothing is inevitably a 
display of personal and/or social value but omits 
body modifications and adornment. Clothing only 
becomes ‘fashion’ once society or a single 
community has accepted it to be ‘in’ or ‘out’. 
Fletcher 2008:120 
DIY 
(Do-It-Yourself) 
DIY is the act or activity of engaging with existing 
materials, processes and/ or components to 
produce and /or reconstruct new artefacts. This is 
usually by means of utilising materials left over from 
previous projects. 
Wolf and McQuitty 
2011:155 
DIYer DIYers are described as craft consumers, 
professional amateurs and prosumers, all driven by 
the same will and commitment to create their own 
products that meet their unique needs. DIYers adapt 
globalised content to offer a ‘counter-narrative’ to 
specific activities or products, with the primary focus 
not being monetary gain but rather an empathic way 
of engaging with products and the making process. 
Von Busch 2008, Ritzer 
& Jurgenson 2010, 
Wolf & McQuitty 2011, 
Sanders & Stappers 
2012, Ratto & Boler 
2014 
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Dress Dress is a constructive and inclusive term used in 
preference to terms such as ‘clothing’, ‘attire’, 
‘costume’, ‘garment’ and ‘apparel’. Dress has the 
ability to communicate sociocultural information 
such as religious or cultural beliefs associated with 
customs. Dress includes modifications such as 
hairstyles and colour, piercing, tattoos, jewellery and 
accessories added to the body as supplements.  
Roach-Higgins & Eicher 
1992:7, Tranberg 
Hansen 2004:[sp] 
Fashion Fashion encompasses all forms of clothing and 
accessories, which are the latest and most admired 
within popular culture. Clothing only becomes 
‘fashion’ once dominant society or a dominant icon 
has accepted it to be ‘in’ or ‘out’. Fashion is a 
material needs satisfier, which is not necessarily 
‘designed’ to last and thus encourages regular 
consumption. 
Loschek 2009:132-135 
Life Cycle 
Assessment 
(LCA) 
LCA tracks the environmental impact of a garment 
from its raw (fibre) state through to disposal. A good 
LCA can illuminate ways to reduce the resources 
consumed throughout the value chain. 
Esty & Winston 
2009:169-170 
New Dominant 
Social Paradigm  
(DSP) 
The ‘New Dominant Social Paradigm’ (DSP) 
developed by Armstrong and LeHew (2011) is a 
non-linear approach to fashion sustainability. The 
paradigm is based on research conducted by Carlo 
Vezzoli and Ezio Manzini (2008), which divides 
‘fashion sustainability’ into a four-stage continuum. 
Fletcher & Goggin 
2001:16, 
Armstrong & LeHew 
2011:38-50, 
Smal 2016:237-239 
Prosumer The term prosumer refers to a person that produces 
a product, or content for their own consumption. 
Prosumption involves both the production and the 
consumption of the item, rather than focusing on 
either one (production) or the other (consumption). 
Makosiewicz 2010, 
Ritzer & Jurgenson 
2010 
Style Style is the visual interpretation of lived and 
experienced knowledge, influenced by time 
(memories of the past), tentative ideas about the 
present and hopes and anxieties regarding the 
future. Style is the visual construction [formation] of 
self through the assemblage of garments, 
accessories and beauty regimes that may or may 
not be ‘in fashion’ at the time. 
Hebdige 1979:100-112, 
Von Busch 2008:48, 
Tulloch 2010:276, 
Polhemus 2011:17-44, 
Luvaas 2012:110-115 
Style-fashion-dress The hyphenated term ‘style-fashion-dress’ in this 
context is used to describe a more fluid and holistic 
understanding of the separate terms ‘style’, ‘fashion’ 
and ‘dress’, while creating a dynamic vertical and 
horizontal relationship between the separate terms. 
Tulloch 2010:274 
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CHAPTER ONE - OVERVIEW OF STUDY 
 
1.1 BACKGROUND TO THE STUDY 
 “…the challenge of sustainability – that is, of integrating human well-being and natural 
integrity – is such that we can’t go on as before. Business as usual, or more to the point, 
fashion, as usual, is not an option”. Fletcher (2008:xii)   
In today’s fast fashion industry, which is dominated by continuous consumption and 
globalised production systems, where products are designed for obsolescence, the 
term ‘sustainable fashion’ has taken on a paradoxical quality (Bly, Gwozdz & Reisch 
2015:125; Jenkins & Hilimire 2015:6). It is argued that sustainability has many 
definitions and understandings, and in the context of fashion it comprises diverse 
views ranging from ecological impact of materials and goods to social justice, to issues 
concerning ethical worker conditions (Black 2013:3; Bly et al. 2015:126). Notably, 
there has been a vast increase in the discourse around sustainability and fashion over 
the past couple of decades, which has been critical in shifting sustainability away from 
process-driven systems and technological solutions to a more comprehensive 
ontological approach.  
To achieve sustainability requires simultaneous efforts by the user and the maker 
through saving resources and addressing the environmental impact of a product 
(Fletcher 2008:175). Slow fashion is proposed as a solution to fast fashion by 
addressing unsustainable products, production and consumption behaviour (Clark 
2008:428; Fletcher 2008:173). Slow fashion promotes greater awareness of the 
impact a product has on the user, the maker and the environment, by emphasising the 
quality of resources, human conditioning, working conditions, business practices and 
product, rather than quantity (Fletcher 2008:163,173; Jenkins & Hilimire 2015:6). 
Empowering the user through participation, products which are designed with modes 
of engagement in mind allow for the relationship between the user, the product and 
the maker to shift towards fostering a more sustainable empathic connection, which 
leads to prolonged use of a product (Salvia, Ostuzzi, Rognoli & Levi 2010:2; Fletcher 
(2012:221). Furthermore, amplifying ‘usership’ and participation between the user, the 
maker and the product encourages the user to create and engage with products within 
the context of both material and immaterial needs satisfaction (Fletcher 2012:235). It 
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is argued by Salvia (2016:17) that everyone can and does design, noting that there 
has been a rise in what she describes as a ‘post-professional era’. The shift towards 
self-production or doing it yourself is suggested by Bly et al. (2015:127) as a key 
approach to sustainability, however, Geczy and Karaminas (2017:23), as well as 
Rogers (2012:1-2), suggest that DIY is a ‘meaning-making’ process, which extends 
beyond the acts of buying, making and adapting. 
In the context of sustainability, previous studies have primarily focused on product-
related interventions (Fletcher 2008:165; Black & Anderson 2010:123; Jenkins & 
Hilimire 2015:3) where the user does not play an active role in the making process 
and mostly remains passive. Studies on consumer participation and co-design (Reiley 
& DeLong 2011:65; McGrath 2012:3, 9) indicate that there is a need for changing the 
perception that the user has of the end product, shifting away from mindless buying to 
instead fostering an empathic connection with buying products. Although there is 
extensive literature on sustainable fashion, there is limited research in the field of DIY 
as an approach to sustainability within a fashion design praxis. 
The majority of the research on DIY examines subcultures and identity-related 
studies,1 pertaining to, for example, the Anti-Fashion and Punk Movements,2 which 
mostly deal with DIY as a means of subversion and are closely linked to Punk music. 
More recently, the discourse on DIY has extended to counter consumption (Peters 
[sa]), prosumerism (Makosiewicz 2010; Ritzer 2014) 3 and hacktivism (von Busch 
2008).4 Other studies on DIY activities and behaviour have considered DIY as a 
means for critical making (Ratto & Boler 2014; Ting 2015) and how DIY is a 
counterculture-driven form of DIY consumption (Carelli, Bianchini & Arquilla 2014). 
Some studies address the motivation for partaking in DIY (Wolf & McQuitty 2011), the 
role design plays in DIY as a sustainable practice (Salvia 2016), and the types of 
DIYers (Sanders & Stappers 2012). Furthermore, relevant research is limited and no 
	
1 For further research on DIY in relation to subcultures and identity studies refer to Hebdige (1979); 
Roach-Higgins & Eicher (1992); Thornton (1997); Gelder (2007); Kaiser (2012). 
2 Refer to Polhemus (2011); Luvaas (2012); Martin-Iverson (2012; 2014) and Edelkoort (2015) for 
further reading on Anti-Fashion and the Punk Movement. 
3 Making a product by yourself, for your own consumption, also referred to as prosumption (Xie et al. 
2008:199). 4	Hacktivism is a ‘phenomenon not limited to the practices and politics of actual computers, but rather 
is a mindset’. Hacktivism is a mindset of engagement that re-assembles a ‘world’ by bending, hacking 
and circumventing a known entity into something new (von Busch 2008: 36-37). 
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literature exists on DIY as a sustainable approach to a fashion design praxis in a South 
African context. 
Therefore this study aims to address the gap by exploring the design praxis of South 
African clothing label Superella in relation to DIY as an approach to sustainability. As 
DIY does not involve concrete plans or follow specific methods or strategies, the Wolf 
and McQuitty (2011) framework is used as a structure for exploring the motivation for 
partaking in DIY as a sustainable approach within the design praxis of Superella. 
Ella Buter, the owner and designer of Superella, pictured in Figure 1.1 below, echoes 
the statement ‘I am not a fashion designer I make clothes’ by Yohji Yamamoto (Obs 
2:43-44), 5 describing herself as a lifestyle clothing designer rather than a fashion 
designer (AD 4:[sp]).6 Buter argues that designers make clothing and people make 
fashion and, for her, it is more about how people engage with the clothing that they 
wear (Obs 2: 56-57). At the start of the study, there was no indication that Buter 
considers her label to be sustainable or that she deploys sustainable methods or DIY 
principles within her design praxis. She firmly believes that fashion designers need to 
slow down and stop to consider what they make, to appreciate the artistry of 
patternmaking and fabrics, and not just make clothes for the sake of satisfying desires 
or making sales (Obs 2:47-48). Buter does not believe in fashion trends and states 
that “trends are created by the ‘indus-try’ to create sales” (AD 2:[sp]).  
	
Figure 1.1 – Ella Buter 
Designer Superella, photographer Ilze le Roux, Ella Buter, In front of the Voortrekker Monument, 
Pretoria, South Africa, 2014 AD:34[sp] 	
5 Yohji Yamamoto is a Japanese fashion designer based in Tokyo and Paris. He is considered to be a 
master tailor and is known for avant-garde tailoring, which is greatly influenced by Japanese design 
aesthetics (Yohji Yamamoto 2018: [O]). 
6 The referencing of the raw data is discussed further in sub-section 3.5.3. The raw data were coded as 
follows: ‘Trans’ refers to the transcript, ‘Obs’ refers to an observation conducted by the researcher and 
the archival documents are cited as ‘AD’. 
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In this chapter, the study is introduced, and the research is conceptualised. It is 
achieved by contextualising the research topic in section 1.1, and outlining the 
constructs that informed the research study by defining key concepts in section 1.2. In 
section 1.3, the research question, aim and objectives of the research are provided, 
followed by formulating the theoretical framework as well as the research design and 
methodology in sections 1.4 and 1.5, respectively. In section 1.6, the researcher's 
position is stated, followed by an overview of the chapters in section 1.7. Figure 1.2 
below provides an outline for this chapter. 
 
Figure 1.2 – Chapter One Layout 
(developed by the author) 
 
1.2 FASHION AND SUSTAINABILITY 
To reduce the present levels of human suffering and environmental decay requires 
the reframing of the term ‘sustainability’, which has moved beyond merely connoting 
consciousness of the planet, and has become representative of an emerging meta-
narrative (Payne 2011:1). Reconsidering and distinguishing between terms such as 
‘sustainable fashion’ and ‘eco-design’ would aid in furthering the discourse in fashion 
sustainability, as the word ‘eco-design’ mainly deals with ecological concerns and 
does not address consumption behaviour (Spangenberg, Fuad-Luke & Blincoe 
2010:1484). However, the term 'sustainable fashion' is argued by Black (2013:5) to be 
more inclusive as it encompasses a greater number of key issues, which by proxy are 
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more complex and involved. Kiem (2011:37) suggests Tony Fry’s (1999) constructed 
term ‘sustain-ability’, which implies that sustainable materials such as wood, cotton 
and hemp cannot be regarded as sustainable just because of the possible sustainable 
metabolic cycle. The term ‘sustain-ability’ allows for the exploration of a single 
individual, a group and their relation to the world by questioning the current cultural 
condition of un-sustainability, which is symbolically and materially constructed (Kiem 
2011:37). 
Tulloch (2010:275) agrees and suggests that assisting in shifting consumer behaviour 
towards greater sustainability requires terminology to be addressed in fashion studies, 
as ‘terms’ are often influential to the perspective of the user. When considering the 
term ‘fashion', in the context of ‘fashion-sustainability’, it is argued to be contradictory, 
as ‘fashion’ is usually characterised by fast consumption that is driven by profit, high 
turnover and capitalist growth, and not necessarily by value (Black [sa]:[sp]; Black & 
Anderson 2010:255; Kaiser 2012:12-13). 
1.2.1 Style-Fashion-Dress 
The constructed term ‘style-fashion-dress’ is suggested by Tulloch (2010) as a more 
fluid and holistic approach to the discourse of ‘fashion sustainability’. In the context of 
the hyphenated term ‘style-fashion-dress’, which Tulloch (2010:274) discusses at 
length, the dashes between the words are used to signify the relationship between 
one part and another, referring to a ‘whole-and-part relationship’, creating a dynamic 
vertical and horizontal relationship between the three separate components. 
To be able to explore ‘style-fashion-dress’ as a system of concepts in the context of 
sustainability, further understanding of the individual components is required. In the 
following sub-sections, the individual components within the ‘style-fashion-dress’ 
construct will be explored. 
1.2.1.1 Style 
Tulloch (2010:276) suggests that “style is the ‘agency’, the visual construction of self 
through the assemblage of garments, accessories, and beauty regimes that may or 
may not be ‘in fashion’ at the time of use”. ‘Style’ has a sense of subjectivity, a 
representation of a tentative idea about who we are and who we are becoming (Kaiser 
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2012:6-7; 172). Bly et al. (2015:130) argue that ‘style’ has two traits, ‘creativity’ and 
‘self-awareness’, suggesting a sense of non-conformity, uniqueness and freedom. 
Furthermore, ‘style’ is unique to the individual, and is a timeless expression, whereas 
‘fashion’ is characterised by external dictation and frivolous consumption that lacks 
individuality (Bly et al. 2015:125). Thus, ‘style’ in the context of the constructed term 
style-fashion-dress refers to identity formation by the individual. 
1.2.1.2 Fashion 
Roach-Higgins and Eicher (1992:10) argue that ‘fashion’ refers to many different kinds 
of “material and non-material cultural products” such as furniture, music, science and 
philosophy. ‘Fashion’ is a general phenomenon of modern society, where individual 
interests come up against the collective norm, moving beyond the notion of clothing, 
and it is a powerful cultural construct of recognition. Black (2013:2) argues that 
“fashion can perform roles: as a social catalyst, or a communication medium; it 
functions in both personal and public realms, simultaneously inward and outward 
facing; expresses belonging or difference according to the person”.  
Loschek (2009:132-135) argues that ‘fashion’ embodies all forms of clothing and 
accessories without concern for their fashionable status, and that ‘clothing’ only 
becomes ‘fashion’ once society or a dominant community has accepted it to be ‘in’ or 
‘out’. A ‘fashion’ product within the current fashion system is created in an idealised 
manner that has nothing to do with reality, favouring both economic production and 
consumption, where the idealised and controlled state is mostly unconsidering of the 
wearers or their bodies. However, ‘fashion’ deals with satisfying both emotional and 
material needs, and can contribute functionally and emotionally to human well-being 
(Fletcher 2008:117-118; Reiley & DeLong 2011:66). 
1.2.1.3 Dress 
It is argued by Roach-Higgins and Eicher (1992:7) that ‘dress' is a particular social 
group’s total repertoire of ‘body modifications’, such as hairstyles and colours, 
piercings, tattoos, jewellery and accessories. The group’s repertoire of ‘body 
modifications’ is made available to the members, but could also refer to the 
modifications and supplements that a specific individual combines from the available 
repertoire. Kaiser (2012:7) agrees that ‘dress’ is defined by body modifications and 
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body supplements, suggesting the term ‘dress’ to be neutral. Furthermore, ‘dress’ can 
communicate religious, cultural or historical beliefs associated with a particular group’s 
customs within a specific time and space (Roach-Higgins & Eicher 1992:10-14; 
Tranberg Hansen 2004:[sp]). Within the constructed term ‘style-fashion-dress’, ‘dress’ 
refers to the historical or cultural attire of a particular social group, where the items 
have significant meaning to the wearer. 'Dress' represents a sense of belonging to a 
community of like-minded individuals, not just within the group, but also in greater 
society. 
Fraser, Doyle, McKenzie, Daniels and Tillen (2016:11) argue that within the current 
fast fashion system, fast fashion garments are characterised and linked to who we 
wish to be, what we do, and where we feel we belong. McGrath (2012:8) argues that 
fashion clothes have the potential to satisfy our need for “belonging, affection, identity, 
participation, leisure, creation, and freedom”, and these needs could be met through 
an interaction of ‘who we think we are’ (style), ‘who we wish to be’ (fashion) and ‘where 
we think we belong’ (dress). However, consumption alone cannot fulfil human needs 
as the current fast fashion system is designed without the consumer’s well-being in 
mind. 
1.2.1.4 Clothing 
Fletcher (2008:119-120) argues “that ’clothing’ is material production, whereas 
‘fashion’ is a symbolic production” and that clothing, without being associated with 
fashion, is concerned with physical and functional aspects such as shelter and 
protection. Roach-Higgins and Eicher (1992:10), as well as Bly et al. (2015:126), 
concur that the word ‘clothing’ emphasises enclosure or covering of the body and 
omits body modifications. Thus ‘clothing’ could be considered to be the most neutral 
field for researching sustainable fashion, as ‘clothing’ is concerned with the most basic 
principles of subsistence and protection, as illustrated in Figure 1.3 below. 
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Figure 1.3 – ‘Style-fashion-dress’ as a system of concepts 
(developed by the author, based on Tulloch, 2010; Kaiser, 2012) 
McGrath (2012:8) argues that the current fast fashion system generates the illusion 
that consumers have choices, but within largely homogenised products which are 
being sold as ‘end-products’, thus not allowing consumers the opportunity to express 
themselves authentically. 
1.2.2 Slow Fashion 
To be able to move towards a more sustainable fashion industry requires an 
alternative view, where fashion and associated ideas are linked to greater awareness 
and responsibility, and not just to instant satisfaction (Jenkins & Hilimire 2015:6). ‘Slow 
fashion’, which is based on the Slow Food Movement, has emerged as an alternative 
and more sustainable means to produce and consume products, where the pleasure 
associated with making and buying products is linked to consumers and producers 
being accountable for what they make and buy (Langdown 2014:34). Within the 
construct of ‘slow fashion’, the shift is towards slowing down and fostering sensitivity 
towards all levels of speed in the production of clothing products, as well as reducing 
consumption behaviour (Fletcher 2008:163). By slowing down production and 
consumption, the notion of awareness of the impact on the environment and the 
human race is cultivated, and the emphasis moves away from quantity to quality, 
where human and natural resources are more greatly valued (Fletcher 2008:173). 
Within the construct of slow fashion, Clark (2008:443) suggests an approach that 
appreciates resources, displays transparent production systems and produces 
sensorial products of better quality that last longer. The three lines of reflection, 
according to Clark (2008), suggest that a slow approach allows the maker to share 
knowledge of the making process and the raw materials used, allowing the user to be 
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informed, knowing who made the garment and what went into the construction. By 
encouraging a sense of participation, the user develops an empathic connection with 
all aspects of the product, which could reduce the preserved need to replace the item 
due to the user-product relationship. The key focus of slow fashion and slow design is 
to design with greater awareness, reigniting the user-product relationship, by allowing 
the wearer to rediscover the pleasure that clothing can provide (Clark 2008:428). 
Ultimately, slow fashion presents an alternative to designing for the individual, with 
greater emphasis on designing for social and environmental well-being, with less focus 
on acquisition and more focus on sustainable behaviour and well-being (Armstrong & 
LeHew 2011:45). 
Armstrong and LeHew (2011:38-50) developed a non-linear approach to fashion 
sustainability, the ‘New Dominant Social Paradigm’ (DSP), dividing fashion 
sustainability into a four-stage continuum. The developed paradigm comprises of two 
main categories, ‘production’ and ‘post-production’, with each of these categories 
further sub-divided into ‘product’, ‘result’, ‘need’ and ‘lifestyle’. In Figure 1.4, key 
strategies and interventions to achieve sustainability in the fashion industry are listed 
within the DSP. 
 
Figure 1.4 – Suggested interventions within the ‘New Dominant Social Paradigm’ 
(developed by the author, based on Armstrong & LeHew, 2011) 
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Furthermore, Smal (2016:236-239) suggests that there is a fifth level in the Armstrong 
and LeHew (2011) paradigm, which encompasses all four levels. Smal (2016) 
maintains that the fifth level is based on ‘empathy’ forming the foundation for the other 
four levels, with the fifth level emphasising the people involved, and not the processes 
or interventions. The people involved in the making and use of a product and their 
empathic relationship to the product become the driving force in achieving 
transformative change in the fashion industry.  
In line with the above discussion, Fletcher (2008:125, 175) argues that nurturing the 
empathic relationship between the user, the maker and the product allows for 
sustainability to move beyond ecological concerns. By creating meaning through 
participation and skills transference, sustainability becomes a worldview, where 
sustainability is embedded in who we are, and not in an activity or process for change. 
True transformative sustainability is about fostering consciousness, shifting the 
emphasis from designing products to designing modes of engagement that nurture 
the relationship between the user, the maker and the product. 
1.2.3 DIY: Do-It-Yourself 
To move beyond the submissive nature of the current fashion system would require 
the wearer to become an empowered, skilled, informed and, ultimately, active 
participant in the making process (Fletcher 2008:126). Salvia (2016:17) concurs, 
arguing that everyone can and does design, continuing to describe this contemporary 
phenomenon in a ‘post-professional era’ as DIY, signalling a paradigm shift towards 
self-production. DIY is usually associated with home improvements and craft activities, 
however, Rogers (2012:1-2), as well as Geczy and Karaminas (2017:23), suggests 
that DIY is a ‘meaning-making’ process, whereby the DIYer creates their own 
meaning, conveying their own narrative by using tools, skills and materials which are 
at hand. DIYers ‘exist’ in contrast to followers of homogeneous mass media and 
popular culture (Ratto & Boler 2014:18). 
DIYers have been described as ‘craft consumers’ (von Busch 2008), ‘prosumers’ 
(Ritzer & Jurgenson 2010) and ‘professional amateurs’ (Ratto & Boler 2014), all driven 
with the same will and commitment to create their own products that meet their unique 
needs. Wolf and McQuitty (2011:163) suggest that DIY activities create experiences 
	 11	
beyond the making and use of the product, which allows the DIYer the ability to make-
or-buy, circumventing product dissatisfaction and lack of diversity. DIY behaviour is 
categorised as ‘creating’, ‘doing’ and ‘making’ by Sanders and Stappers (2012:17), as 
well as Ratto and Boler (2014:18), where the DIYer adapts globalised content to offer 
a ‘counter-narrative’ to specific activities or products.  
Wolf and McQuitty (2011:155) argue that DIY behaviour allows DIYers to have greater 
freedom of choice, aiding in the development of the individuals’ identities. 
Furthermore, Wolf and McQuitty (2011) identified eight motivators for partaking in DIY, 
arguing that the primary focus of DIY is not monetary gain but rather an empathic way 
of engaging with products and the making process, thus changing the perceived 
material value of the product. Wolf and McQuitty (2011: 154 - 170) suggest that the 
urge to partake in DIY is driven by eight motivators, which can be divided into two main 
categories, namely product and service evaluation, and secondly identity 
enhancememt. 
1.3 RESEARCH AIMS AND OBJECTIVES 
In this study, the DSP, developed by Armstrong and LeHew (2011), and the eight 
motivators identified by Wolf and McQuitty (2011) are used to formulate the research 
question, aims and objectives for the study. 
1.3.1 Research Question 
What is South African clothing label Superella’s design praxis in relation to DIY as an 
approach to sustainability? 
1.3.2 Research Aim 
The study aims to research and describe the design praxis of Johannesburg-based 
clothing designer Ella Buter (Superella), who does not necessarily follow a trend-
based design approach, which is the approach adopted by most fashion designers, 
but instead appears to implement a DIY approach, underpinned by sustainability, to 
her design praxis. 
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1.3.3 Research Objectives  
The objectives of the study are as follows: 
o expand on the Armstrong and LeHew (2011) DSP by exploring this model and 
other theories around sustainable design praxis; 
o explore and position DIY as an approach to sustainability, to be able to develop 
a framework for sustainable fashion design praxis; and 
o explore how the fashion design praxis of Superella aligns with the developed 
framework. 
1.4 THEORETICAL FRAMEWORK 
This study is situated within the construct of the Armstrong & LeHew (2011) DSP and 
DIY as an approach to sustainability following the Wolf and McQuitty (2011) DIY 
Motivator Framework. 
1.4.1 New Dominant Social Paradigm (DSP) 
The Armstrong and LeHew (2011:38-50) DSP was identified within the slow fashion 
movement as a non-linear approach to address unsustainability. The model, which is 
based on the research carried out by Carlo Vezzoli and Ezio Manzini (Fletcher & Grose 
2012:87,132-143), considers interventions within the production and post-production 
phases in the fashion system. The DSP is divided into two main phases, namely 
production and post-production, which are further sub-divided into four areas: 
‘product’, ‘result’, ‘need’ and ‘lifestyle’, all of which co-exist and build on each other 
(Armstrong & LeHew 2011:38-50; Fletcher & Grose 2012:87,132-143; Smal 2016:121-
123). 
Fletcher (2008:175) argues that sustainability is not an isolated matter, limited to the 
producers and production processes, but that it rather requires the fostering of 
conscious awareness by the maker and the user in the making and the use of the 
product. The sustainable approaches within the four levels of the DSP indicate that to 
be able to achieve sustainability requires not just saving resources and addressing 
ecological concerns, but also meeting the material and immaterial needs of the 
	 13	
consumer (Fletcher 2008:175). In line with Fletcher’s (2008) argument, Smal 
(2016:236-239) suggests a fifth level to the DSP, whereby social and ethical 
responsibility by the maker forms the foundation for all sustainable approaches within 
the Armstrong and LeHew (2011) paradigm. 
In sub-section 2.3, each of the four levels within the DSP, as well as Smal’s (2016) 
suggested fifth level, is discussed in great detail by exploring the views and suggested 
interventions of eminent fashion theorists. 
1.4.2 DIY Motivator Framework 
The DIYers’ motivation for partaking in DIY, according to the Wolf and McQuitty (2011) 
framework, can be divided into two main categories: firstly, ‘Product and service 
evaluation’, and secondly, ‘Identity enhancement’. These two main categories are 
further subdivided, with a total of eight motivations making up the DIY Motivator 
Framework.  
 
Figure 1.5 – DIY Motivator Framework 
(developed by the author, based on the framework by Wolf & McQuitty, 2011) 
As illustrated in Figure 1.5 above, the first category in the Wolf and McQuitty (2011) 
framework, ‘Product and service evaluation’, consists of motivations in relation to 
product and service improvement. These four motivations are practically inclined, 
whereby the DIYer would engage with the product to save money and meet a specific 
need through customising, simplification and diversification, alleviating quality and 
product dissatisfaction. The second category, according to the Wolf and McQuitty 
(2011) framework, ‘Identity enhancement’ as a group of motivators, relates to ways in 
which DIY empowers and fulfils the DIYers’ need for having a unique product, identity 
and experience. This category is not just a motivation for subverting conventionality, 
but rather the motivation for the DIYer is to make and create a product or service that 
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meets their need to express their authentic, unique visual identity. The process of 
making, mending and creating also fosters a sense of belonging, as the DIYer is reliant 
on other like-minded individuals for guidance and assistance in the making process. 
Through the lens of sustainability, the Wolf and McQuitty (2011) framework is 
discussed in further detail in sub-section 2.4, thus aligning with the focus of the study. 
1.4.3 Applied framework 
An integrated picture is formed of DIY as an approach to sustainability through having 
a holistic understanding of the motivation for partaking in DIY, where neither the 
product nor the processes involved impose sustainable values. By positioning the 
motivation for participating in DIY, and for DIY as an approach to sustainability within 
the DSP (Armstrong & LeHew 2011), the Wolf and McQuitty (2011) DIY Motivator 
Framework is therefore situated outside of the DSP, as DIY is considered to be a 
holistic approach to making and using as illustrated in Figure 1.6 below. 
 
Figure 1.6 – Theoretical framework of the study 
(developed by the author, based on Wolf & McQuitty, 2011; Armstrong & LeHew, 2011; Smal, 2016) 
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As illustrated in Figure 1.6 above, the positioning of the DIY framework within the DSP 
aligns with Smal’s (2016:236-239) argument that sustainability transcends purely 
process-driven and technological solutions. Smal (2016) suggests that transformative 
sustainability stems rather from the empathic relationship that the user and the maker 
have with the product and the making process. 
As discussed in this section, the framework for the study is based in part on the eight 
DIY motivators identified by Wolf and McQuitty (2011). The DIY Motivator Framework 
allowed for the study to position the design praxis of South African clothing label 
Superella within the construct of DIY, thus enabling the researcher to explore and 
describe how and where the design praxis reflects DIY as a sustainable approach, 
based on the eight DIY motivators as illustrated in Figure 1.7 below. 
 
 
Figure 1.7 – Applied theoretical framework within the study 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
In Chapter 2, sustainable interventions are conceptualised by comparing scholarly 
views and relevant literature to position sustainability as a global phenomenon. 
Furthermore, the motivation for partaking in DIY is theorised by comparing academic 
views and literature to the Wolf and McQuitty (2011) framework, providing a 
background to the philosophy of DIY.  
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The developed theoretical framework and research question directed the selection of 
the research strategy. The following section provides an overview of the research 
design and strategy for this study. 
1.5 RESEARCH DESIGN AND METHODOLOGY 
This section provides a concise overview of the research design and strategy followed 
in this study, highlighting the research approach, design and methods. The considered 
methods included are the sampling, data collection, data analysis, ethical 
considerations and delimitations of the study. The applied research strategy is 
discussed in greater detail in Chapter 3. 
1.5.1 Research Paradigm and Approach 
The study followed an interpretive phenomenological paradigm and a qualitative 
research approach. As this study is primarily concerned with exploring and describing 
the design praxis of South African clothing label Superella a qualitative approach is 
used, as the aim of the study is to understand the designer's praxis in relation to DIY 
as a sustainable approach within the Wolf and McQuitty (2011) and Armstrong and 
LeHew (2011) frameworks. 
1.5.2 Research Design 
An intrinsic case study research design was selected, as the study is concerned with 
a single clothing designer in relation to DIY as an approach to sustainability. As the 
primary focus of this study was to investigate a single unit within a unique phenomenon 
in its real-life context, in-depth understanding of the sample was required; thus a case 
study was selected as the research design. An intrinsic case study allowed for the 
alignment of the case to the developed framework within a ‘real-life’ context, thus 
gaining greater insight and understanding into the inner workings of Superella and 
allowing a thick description of the design praxis. 
1.5.3 Sampling 
This study is focused on a single South African fashion designer who appears to 
implement DIY as an approach to their design praxis, underpinned by sustainability. 
The sample was purposefully selected as the designer needed to be experienced, 
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respected and recognised within the South African fashion industry, have been 
operating for more than 15 years, and to have showcased collections at fashion weeks 
or other design platforms regularly. As the researcher was actively involved in the 
production of fashion shows in South Africa for more than ten years, the designer was 
selected based on the researcher's knowledge of the South African fashion industry. 
1.5.4 Data Collection Methods 
Semi-structured in-depth interviews were conducted with the designer Ella Buter as 
the primary source of data. Archival content was also considered, to enable the 
researcher to gain a holistic perspective of the design praxis. Furthermore detailed, 
reflective field notes were kept during all observations to aid the study. The interviews 
were conducted in person with Buter within the Superella store, as she requested to 
remain close to her staff and potential customers. The interviews were recorded using 
an iPhone audio recording application and the recordings were transcribed verbatim 
to prepare for the data analysis. 
The line of enquiry, which was informed by the theoretical framework, guided the 
interviews, observations and archival content gathering, thus ensuring that the 
collected data remained aligned with the aim of the study. The data was gathered to 
gain an in-depth understanding of Buter’s design process within its natural 
environment. 
1.5.5 Data Analysis 
Qualitative content analysis was deployed in the study by gathering, observing, 
examining and categorising the data according to the framework of the study. After 
repeatedly reading through the transcripts, the data was organised into the four levels 
of the Armstrong and LeHew (2011) paradigm. As the study is concerned with 
positioning DIY as an approach to sustainability within the DSP as developed by 
Armstrong and LeHew (2011), the data sets were further allocated within the Wolf and 
McQuitty (2011) DIY Motivator Framework. 
Following the first round of coding, the coded data revealed the need for the formation 
of new categories, as there was a cross-allocation of data within the eight categories 
of the DIY Motivator Framework. By allowing the data from the study to guide the 
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creation of new categories, the data sets were subsequently allocated into six new 
categories in the second round of coding. The third round of coding involved the 
alignment of the design praxis of Superella to the DIY Motivator Framework as 
identified by Wolf and McQuitty (2011). 
The results from the study relate to the Armstrong and LeHew (2011) paradigm, where 
the discussion of the findings is linked to the motivation behind DIY as an approach to 
sustainability within the selected fashion design praxis, thus enabling answering the 
research question. 
1.5.6 Delimitations of the study 
The study is focused on DIY as an approach to sustainability through the investigation 
of the design praxis of South African clothing label Superella. The study researches a 
single designer who does not necessarily follow trends or produce a large number of 
units to be considered a trend-driven fast fashion designer. Descriptions of the 
designer’s approaches, design thinking, activities and procedures within her design 
praxis will be included. Although the study contains discussions on the relationship 
between the designer and customers, they are only considered within the context of 
the designer transferring skills and possibly influencing the user's world-view. 
Consequently, the study is limited to a single designer and no investigation was 
conducted into consumers, contributors, staff, or other designers. 
As sustainability within a single fashion design praxis is of concern, sustainability will 
only be explored from the perspective of DIY as an approach. Thus the following will 
not be included: 
o an investigation into ecological methods within a sustainable design praxis, or 
o a discussion on ethical practices in sustainable production, or 
o economic feasibility of the clothing label, or 
o collaboration between the designer, customers and other individuals. 
This study explores and describes the design praxis of Superella in relation to the 
developed framework, with no attempt to compare the design praxis with existing 
theoretical models. The recommendations are limited to the study, and the study does 
not attempt to provide a prescribed list or framework to apply DIY as an approach to 
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a sustainable fashion design praxis, but instead offers perspectives and a rich, detailed 
description within a unique phenomenon. 
1.6 RESEARCHER POSITION 
The researcher is a part-time Masters student, reality television line-producer, 
restorative yoga teacher and a student of Yogic and Buddhist philosophy. Prior to that, 
he owned his own fashion show production company, working closely with fashion 
designers across three continents in the conceptualisation, direction and presentation 
of their fashion collections. Thus, he had extensive knowledge of design thinking, 
contemplative philosophy and running his own successful show production business 
before commencing this study. 
1.7 CHAPTER LAYOUT 
The study consists of six chapters, each of which is presented below and discussed 
with regard to the reason for the chapter, the content of the chapter and how the 
chapter aligns to the research question and objectives. 
Chapter 1: Chapter 1 provides an introduction and background overview of the 
study and states the aim and objectives of the research. Firstly, the term 
‘fashion’ is problematised and unpacked in the context of the construct 
‘style-fashion-dress’. The theoretical framework and the positioning of 
the framework within sustainable fashion are introduced and explained, 
followed by a concise overview of the research strategy deployed in the 
study, including the research design and methodology, and the 
delimitations of the study. Background to and the researcher's position 
are stated, and finally a chapter layout of the study is provided. 
Chapter 2: The purpose of Chapter 2 is three-fold: firstly, to provide an overview of 
approaches to environmentally sustainable design, where existing 
literature on sustainability is considered and positioned within the 
Armstrong and LeHew (2011) framework. Secondly, as the study is 
concerned with DIY as a sustainable approach to a design praxis, 
scholarly work relating to DIY is discussed, and, lastly, the motivation for 
partaking in DIY activities as identified by Wolf and McQuitty (2011) is 
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unpacked. The motivation for participating in DIY is explored as an 
ontological means to inform the making and use of a product by the 
maker-user. Through the exploration of slow fashion and sustainable 
approaches to design and DIY, the research gap is identified. Following 
this, the theoretical framework of the study is developed and defined, 
and the research strategy then designed to answer the research 
question and fulfil the aim of the study. 
Chapter 3: In Chapter 3, the research strategy applied in this study is thoroughly 
discussed. An overview of qualitative research is provided; the 
justification for the use of the selected research strategy is compiled by 
considering relevant literature. The application of the research strategy 
in the study is discussed; outlining the use of a case study research 
design, purposive sampling, data collection methods employed, and the 
use of qualitative content analysis is warranted. Following this, an 
explanation of research ethics and their application to this study is 
presented, as well as the process of ensuring the quality of the research. 
Chapter 4: In Chapter 4, the gathered data is evaluated, and the findings from the 
semi-structured interviews, observations and archival content are 
presented. During the pre-coding phase following the Wolf and McQuitty 
(2011) framework, the coded data revealed the need for the formation of 
new categories, as there was a cross-allocation of data within the eight 
DIY Motivators. The gathered data is presented following the two main 
categories in the Wolf and McQuitty (2011) DIY Motivator Framework, 
namely: ‘Identity enhancement’ and ‘Product and service evaluation’, 
aiding in the alignment of the design praxis to the developed framework. 
Chapter 5: Chapter 5 consists of three parts: firstly, the design praxis of Superella 
is positioned within the Wolf and McQuitty (2011) DIY Motivator 
Framework, and, as such, the findings are presented following the eight 
motivators. Secondly, to meet the aim of the study and to answer the 
research question, the design praxis of Superella concerning DIY as a 
sustainable approach is aligned to the Armstrong and LeHew (2011) 
paradigm. Lastly, the chapter concludes with a discussion on both 
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frameworks, as the data suggests that both of the frameworks need to 
be considered from an integrated perspective, as the motivators and the 
levels within the frameworks cross-inform each other and hence cannot 
exist in isolation.  
Chapter 6: The final chapter, Chapter 6, reviews the research and critical findings, 
providing an overview on how the research question was addressed, as 
well as limitations experienced in this study, followed by 
recommendations for future contributions, and concludes with a personal 
reflection. 
An audit trail was kept in the form of an operationalisation document (refer to Appendix 
C). The operationalisation plan systematically ordered and documented the research 
process from beginning to end. 
1.8 CONCLUSION 
Within this chapter, the background and rationale for the study in which the research 
gap was identified, are presented. The research question is formalised, the aims and 
objectives are framed, and the theoretical framework is introduced. The theoretical 
framework, DIY as an approach to sustainable design praxis, draws on the motivation 
for partaking in DIY activities as defined by Wolf and McQuitty (2011). 
The research design and methodology of the study are discussed brieflly, relating to 
the use of a qualitative approach, intrinsic case study design, the sampling method 
used and, finally, the data collection and analysis. A contextual background and the 
position of the researcher are stated with the aim of increasing the reliability of the 
study. Finally, the chapter layout is outlined, providing an overview of the research. 
The following chapter will provide a review of relevant scholarly literature to theorise 
the construct of DIY as an approach to sustainable fashion design.  
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CHAPTER TWO - LITERATURE REVIEW 
 
2.1 INTRODUCTION 
Chapter 1 introduced and presented the study, providing an overview and the 
description of the research aims and objectives. This chapter sets out to review 
relevant literature on sustainability and DIY as a sustainable approach to meet the 
objectives of the study.  
Further to the discussion and problematising of the term ‘fashion’ in the context of 
sustainability in sub-section 1.1.1, sustainability within the current fashion industry is 
further contextualised in section 2.2 by positioning fashion sustainability in a global 
context, defining the current fast fashion model and exploring the concept of slow 
fashion. Section 2.3 explores the Armstrong and LeHew (2011) DSP and related 
interventions, in order to locate DIY as a sustainable approach. In section 2.4, a 
background to the DIY movement as a global phenomenon is explored. Finally, in sub-
section 2.4.1, the eight motivators for partaking in DIY activities and behaviours 
according to the Wolf and McQuitty (2011) framework are discussed in order to 
formulate the framework of the study. Figure 2.1 below provides an outline for the 
chapter. 
 
Figure 2.1 – Chapter Two Layout 
(developed by the author)	
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2.2 FASHION SUSTAINABILITY 
In recent years, civilisation has become more consumerised, especially through the 
clothes we buy and wear. It has become a normative act to engage with fashion 
products primarily by exchanging money, without considering the production 
processes or the impact these have on the environment and human well-being (von 
Busch 2008:187; Spangenberg et al. 2010:1484; Jenkins & Hilimire 2015:4). 
As time goes by, consumers and the fashion industry keep pushing harder against the 
earth to continue supplying more materials and fossil fuel to enable the fashion 
industry to produce ‘just-in-time’ products, in an attempt to satisfy consumers’ endless 
pursuit for more (Clark 2008:428). Armstrong and LeHew (2011:30) continue this 
argument by describing the ongoing industrial revolution “to have an endless hunger 
for growth and expansion, where the environment is considered an income and not 
capital”. For the fast-fashion industry to meet this endless pursuit for more, the 
products designed and sold are characterised as throwaway goods, which is fuelled 
by multiple seasons instead of the traditional two collections per year (Bly et al. 
2015:125). Black (2013:4) argues that expansion of the fashion cycle from two 
collections per year to around 12, with new products in stores every week, heightens 
consumption behaviour without any consideration towards the environment. 
Furthermore, the overstimulation of consumption ‘desires’ with regularly changing 
styles encourages consumers to experience a never-ending sense of gratification 
(Niinimäki & Hassi 2011:1877). Fletcher (2012:223) continues that fast fashion is 
based on industrial capitalism with ‘must-have’ items becoming dated within 
alarmingly shorter periods.  
The fashion industry produces more than seven per cent of all global exports, which 
is made by over 26,5 million, mainly women, workers who, according to Clark 
(2008:428-429), are paid below-living wages and work long hours in sweatshop 
conditions. Clark (2008:430) notes that with the globalisation of production and the 
drive to produce lower-cost fashion products, which is fuelled by an ever-increasing 
‘demand’ to consume more, there is seemingly no sign of fashion production slowing 
down and becoming more sustainable. Fashion items are ‘well-travelled’, 
characterised by short production runs, which are produced and distributed through a 
vast, often fragmented and fickle supply chain across many countries (Black 2013:3). 
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Fletcher (2008:163) adds that the fashion industry is characterised by the pursuit of 
maximising sales to increase profits, thereby speeding up the turnaround of production 
to increase sales, which is subsequently more demanding on natural resources, 
labour, and society as a whole. Fletcher (2008:118) supports this by describing the 
current globalised fashion system as ‘McFashion’, where the same garment is 
available across the world at virtually the same time, and is being sold in the same 
homogenised retail space. 
2.2.1. Fast Fashion 
‘Fast’ in the context of ‘fast fashion’ not only describes economic speed, but also 
production and consumption behaviour. Jenkins and Hilimire (2015:4,5) describe ‘fast 
fashion’ as products that have a low monetary cost, paired with continuously changing 
trends, which feeds into and intensifies the notion of a throwaway culture and a 
disposable mindset, as clothing is no longer considered a valuable commodity. 
Hughes (2011:7) agrees that ‘fast fashion’ and consumer behaviour seem to be at the 
stage of “always new yet instantly redundant” due to the inexhaustible selection of 
products available.  
Globalisation as a process and framework has been discussed at length by various 
economists, theorists, philosophers and artists over the years and undoubtedly has 
made communication and connection more accessible, opening up the world and at 
the same time making it much smaller through connectivity (Shah 2014:5). The 
typically mass-produced garment is designed, made and then sold in numerous 
locations, echoing the multiple intricacies of the fashion system and the landscape it 
impacts. These immense complexities within the production supply chain, with regard 
to both the production of the fashion goods and to immaterial content and 
consequences to the environment and human well-being, make sustainability difficult 
to achieve (Mora, Rocamora & Volonté 2014:3;140). 
To be able to move towards achieving sustainability requires the simultaneous efforts 
of saving resources and addressing environmental concerns while satisfying 
consumer needs (Fletcher 2008:175). Fletcher (2008:173) proposes a vision where 
the pleasure of buying a fashionable item is linked with awareness and responsibility, 
which is similar to the Slow Food Movement, as developed by Carlo Petrini in the mid-
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eighties. The idea behind the Slow Food Movement was to link pleasure and food with 
understanding and responsibility by seeking diversity in a product, opposing 
standardisation, promoting collaboration between the producer and the consumer, as 
well as embracing cultural identity (Fletcher 2008:173). 
2.2.2. Slow Fashion 
Jenkins and Hilimire (2015:6) describe slow fashion as a form of eco-fashion whereby 
promoting and creating awareness around slowing down production and consumption 
increases both the value and the lifespan of the garment. Fletcher (2008:173) notes 
that slow fashion is about designing, producing and consuming in a state of awareness 
of the impact the product would have on the environment, the user and the maker, by 
combining ideas of valuing nature’s time (impermanence and evolution) and culture’s 
time (the value of wisdom and tradition). Within the construct of slow fashion, there is 
a shift towards a sensitivity of speed both in production and consumption, whereby the 
emphasis is on quality of resources, human conditioning, working conditions, business 
practices and product, and not just quantity (Fletcher 2008:163). Clark (2008:443) 
continues to argue that slow fashion has three lines of reflection, namely valuing 
resources and promoting distributed economies, secondly, having open, transparent 
production systems, and, lastly, producing sustainable sensorial products. Slow 
design provides a sense of stability and holistic thinking paired with consumers being 
empowered and knowledgeable, encouraging greater awareness of unsustainable 
consumption behaviour and practices (Fletcher 2008:163).  
Having a greater understanding of the product, knowledge of how the product was 
made, the raw materials and the production process to the end product, allows for 
consumers to value the product more (Clark 2008:440). Armstrong and LeHew 
(2011:45) argue that slow design is a shift away from designing purely for the 
individual, towards designing for social and environmental well-being, with less 
emphasis on acquisition and more on sustainable development. Langdown (2014:34) 
holds that wastefulness and lack of concern for environmental issues stem from 
designers and fashion brands being overly concerned with producing homogeneous 
products, which fuels the never-ending search by consumers for something new, 
missing out on the pleasurable and meaningful aspects of a slow approach. 
Theoretically, slow fashion does offer a possible approach to sustainability, however, 
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the current approach only addresses sustainability at grassroots level, not at a 
behavioural one (Clark 2008:443). 
2.3 NEW DOMINANT SOCIAL PARADIGM (DSP) 
Sustainable design approaches, according to Fletcher and Goggin (2001:16), can be 
categorised into three focused strategies, namely: ‘product-focused’, ‘results-focused’ 
and ‘needs-focused’. The most common strategy is a ‘product-focused’ approach, 
whereby addressing the environmental efficiency of the product is emphasised. The 
second strategy, ‘result-focused’ approaches, primarily focuses on how the product is 
used, distributed and organised. Lastly, ‘needs-focused’ approaches incorporate 
consumer behaviour into the overall product strategy. A ‘needs-focused’ approach is 
the most complex of the three suggested strategies as human needs include social 
and cultural norms. 
Armstrong and LeHew (2011:44) argue that current attempts to address sustainability 
within the fashion system have primarily been supply-driven, concentrating on product 
interventions and results-based approaches. Results-based approaches aim to limit 
the environmental impact of a product, however, the strategy remains symptomatic 
and does not address the underlying issue, which is to bring fashion to a sustainable 
level. Further, McGrath (2012:4) contends that by focusing on environmental and 
ecological strategies, consumers are misled into believing that they are purchasing 
and partaking in sustainable fashion through what they buy, whereas the underlying 
problem remains rampant consumerism and the basis on which consumers “seek, 
desire, acquire, and use fashion” (McGrath 2012:4). 
In search of a non-linear approach to fashion sustainability, Armstrong and LeHew 
(2011:38-50) developed the DSP, which is based on the research conducted and 
model developed by Carlo Vezzoli and Ezio Manzini (2008), which divides ‘fashion 
sustainability’ into a four-stage continuum. As illustrated in Figure 2.2 below, the model 
is separated into two main phases, namely ‘production’ and ‘post-production’, with four 
sub-divided levels: ‘product’, ‘result’, ‘need’ and ‘lifestyle’, which co-exist and build on 
each other (Armstrong & LeHew 2011:38-50; Smal 2016:121–123). 
	 27	
	 
Figure 2.2 – Suggested ‘New Dominant Social Paradigm’ 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016) 
Level one of the paradigm addresses production-related interventions, with concern 
for waste as a result of ‘traditional’ production-consumption. Level two takes into 
consideration more efficient systems, as well as the Life Cycle Assessment (LCA), 
whereby the full life cycle of a product is considered. Levels three and four comprise 
of the post-production phase, in which consumer needs and behaviours are regarded. 
In this phase, the consumer has the opportunity to engage with the product actively, 
which could lead to the development of a more holistic, sustainable lifestyle and 
transformation of the fashion industry to be more sustainable (Armstrong & LeHew 
2011: 41-50; Payne 2011:1-2; Fletcher & Grose 2012:87,132-143; Smal 2016:121–
123). 
Smal (2016:237-239) argues that the Armstrong and LeHew paradigm has a fifth level, 
which is the foundation for all four of levels in the DSP. This level is informed by the 
underlying social and ethical responsibility that the producer and the user have for 
natural and human resources. Smal (2016:238) maintains that “not only should 
environmental sustainability be achieved by using components that are least harmful 
to the environment”, but that business models should also consider processes and 
approaches that are transformative. Furthermore, a fifth level to the DSP, based on 
empathy, would be a broader, more-encompassing approach. Smal (2016:237) further 
suggests that in her study of South African design-driven fashion designers in the 
context of sustainability, a strong social and ethical responsibility became apparent, 
which informs the emerging level five. As illustrated in Figure 2.3 below and discussed 
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above, the fifth level is considered to be the foundational one which informs the other 
four levels, and is thus positioned at the bottom of Figure 2.3. 
	 
Figure 2.3 – Level Five within the ‘New Dominant Social Paradigm’ 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016) 
To be able to explore and expand further on the DSP as developed by Armstrong and 
LeHew (2011), and the suggested fifth level by Smal (2016), a deeper understanding 
of the individual components is required.  
2.3.1 Production phase 
The production phase within the DSP consists of product and results-related 
interventions, as illustrated in Figure 2.4 below. Strategies within the first level 
(production-related approaches) aim to address sustainable practices pertaining to 
environmental concerns such as textile manufacturing and waste, production 
processes and ethical labour practices. The second level, results-related approaches, 
suggests more efficient production systems, such as how the product will be used and 
distributed, plus ways to increase the lifespan of the end product.  
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Figure 2.4 – ‘New Dominant Social Paradigm’ - Production Phase 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016) 
2.3.1.1 Level One - Product 
In this section, literature based on sustainable approaches relating to interventions at 
the product level will be explored, encompassing natural resources, textiles and ethical 
labour practices, as indicated in Figure 2.5 below. 
 
 
 
 
Figure 2.5 –- Production Phase Interventions Level One - Product 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016) 
The first phase within the DSP (Armstrong & LeHew 2011) aims to address 
sustainability during the development and production stages of the product. Notably, 
the fashion system uses vast amounts of water, chemicals and fossil fuels, creating 
dangerous emissions and an enormous amount of textile waste during the production 
of garments (Jenkins & Hilimire 2015:3). Product-focused strategies address 
environmental impact and primarily concentrate on achieving more efficient production 
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processes, considering fair labour practices and using ecologically friendly materials 
and energy sources (McGrath 2012:4). 
Jenkins and Hilimire (2015:6) argue that clothing labelled as “eco-fashion” is 
considered a way of being more sustainable by addressing the environmental impacts 
at the source level. ‘Eco-fashion’ fibres such as hemp, bamboo and organic cotton are 
more environmentally friendly than conventional fibres with regard to biodegradability, 
non-toxicity and sustainable growing practices. However, these ‘eco-fashion’ fabrics 
are difficult to source due to the lower demand and higher manufacturing cost; 
furthermore, tracing the origins of the fabric and ensuring it is certified is more 
challenging due to the vast, globalised production of textiles (Black & Anderson 
2010:123). Moreover, these ‘eco-fashion’ clothing items and ‘eco-fabrics’ are often 
inaccessible to most of the population due to the higher cost of manufacturing (Jenkins 
& Hilimire 2015:6). McGrath (2012:4) argues that to consider all natural fibres as ‘good’ 
and all synthetic fibres as ‘bad’ is an illusionary and detached approach to sustainable 
values, as there are various environmental and social elements and processes 
associated with textile manufacturing, both natural and man-made. 
Jenkins and Hilimire (2015:15) suggest utilising clothing labels within garments as a 
sustainable approach, as a means to inform and educate consumers of the fibre 
content, dye process, chemicals used, where the garment was made, and other steps 
in the manufacturing process. They continue to argue that labelling can become 
complicated as a single garment might be made from several components, consisting 
of different raw materials that might originate from different countries, as well as being 
manufactured by various supply chains across the world. This problematises the use 
of labelling, as the label will become extremely lengthy and complicated, needing to 
describe the fibre content, multiple processes, labour sources, manufacturing 
processes and shipping for each component of the garment. A further suggestion by 
Fletcher (2008:168), pertaining to the use of labels inside a garment, is to use bigger, 
oversized labels, encouraging consumers to sign the garment as a piece of “future 
archaeology”, thus fostering an emphatic connection to the garment, creating a long-
term bond with it. Whatever, utilising labels in garments would allow the consumer to 
make a more informed choice and promote sustainable awareness (Jenkins & Hilimire 
2015:15). 
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Fletcher (2008:165) suggests that the durability of textiles and clothing can itself be a 
sustainable approach, by improving the physical and technical robustness of the 
garment to defy the ageing process. This approach could be achieved by using 
hardwearing materials, which do not show wear and tear easily and through 
manufacturing techniques that ensure the product does not lose its shape, or by using 
textile prints which will not date as quickly (Fletcher 2008:165). Developing fabrics that 
age with the user, where the user grows old with the material and sees the fabric age 
over time, caused by the user’s engagement, is ideal ground for developing emotional 
attachment and extending the lifespan of the product (Salvia et al. 2010:2). All of these 
approaches are valuable; however, Fletcher (2008:168) argues that “raw material 
takes the same amount of time to be spun, knitted or woven, cleaned, bleached, dyed, 
printed, cut and sewn”, regardless of the speed to market and the increased 
consumption of the products. 
The fashion industry is characterised by the pursuit to increase turnover and achieve 
capitalist growth (Black [sa]:[sp]), which traditionally is met through maximising 
throughput of goods to promote sales (Fletcher 2008:163). McGrath (2012:3) argues 
that the fashion industry has conditioned consumers to meet perceived desires, 
experiences, status and identity through buying clothing. However, the constant 
pressure to recreate and reformulate one's own identity, which is instigated by ever-
changing trends, feeds into anxiety, insecurity and rising levels of psychological 
illness, severe levels of depression and personality disorders, and could also lead to 
other medical conditions such as anorexia and bulimia (Fletcher 2008:117-118). 
Langdown (2014:[sp]) continues that an increased level of consumption raises 
psychological concerns around consumers satisfying ‘want’ desires rather than ‘need’ 
desires. 
2.3.1.2 Level Two- Results 
The second level in the DSP relates to results-based strategies, by taking into 
consideration a more efficient systems approach, reconsidering how a product will be 
used, distributed and organised, as well as the life cycle of the product. Further, 
through consumer awareness and product engagement, a more holistic understanding 
of sustainability is promoted. Figure 2.6 below provides an overview of suggested 
results-based strategies within the Armstrong and LeHew (2011) paradigm. 
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Figure 2.6 –- Production Phase Interventions Level Two - Results 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016)  
The LCA is a classic tool used in sustainable product development to determine the 
impact a product would have on the environment within the production system 
(Armstrong & LeHew 2011:50-52). LCA is divided into five stages, namely: material 
(raw textile), design (design and production), distribution (distribution and retail), use, 
and disposal (grave), as presented in Figure 2.7. Together these stages can be used 
as a pre-emptive strategy to measure the environmental impact a garment would have 
compared to a counterpart. LCA can also be applied during and after the lifecycle of a 
product to give the designer a qualitative perspective of the garment’s lifespan, 
allowing for possible sustainable interventions to be identified (Payne 2011:3). 
 
Figure 2.7 – Garment Life Cycle Assessment  
(developed by the author, based on Armstrong & LeHew, 2011; Payne, 2011) 
One of the best known and widely recognised sets of principles within LCA is Cradle-
to-Cradle (C2C), which is the opposite of the current Cradle-to-Grave (C2G) 
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production model used for most product development (Armstrong & LeHew 2011:49). 
Beyond the analysis of the five phases within C2C (material, design, distribution, use 
and disposal) and the impact each of these has on the environment, Armstrong and 
LeHew (2011:49) note a further expansion by Gam (2007) referred to as Cradle-to-
Cradle-Apparel-Design (C2CAD). C2CAD includes the consideration of consumer 
preferences, material analysis, textile solutions, production process and collaboration 
within the supply chain. Armstrong and LeHew (2011:47) argue that to meet 
sustainable goals would require the reduction of environmental impacts throughout 
the product lifespan, creating durable products that meet higher consumer 
satisfaction. Fletcher (2012:222) claims that the longevity and durability of a fashion 
garment is an unintentional action by the user and is rarely a result of any design 
intervention. 
Armstrong and LeHew (2011:44) continue to argue that current sustainable 
approaches which focus on reducing waste and adding value to products only address 
the symptoms and do not address the underlying problem, which in turn leads to 
rampant consumerism. Mathilda (2011:[sp]) and Ehrenfeld (2015:71) agree that the 
emphasis of the current fast fashion system is mostly focused on the production stage, 
such as, targeting emissions of toxic chemicals, dyeing and labour rights, and that 
these traditional approaches are only addressing the consequences. McGrath 
(2012:4) also agrees that strategies that focus on managing production and textile 
waste do not curb mass manufacturing and heightened consumption behaviour, which 
undermines progress towards long-lasting, sustainable solutions. 
Although there have been positive advances in resource efficiency and production 
processes, production and consumption have increased to astronomical levels, and 
sustainable strategies such as ‘eco-design’ are now being used as a marketing 
opportunity to further motivate sales (Niinimäki & Hassi 2011:1877). Kiem (2011:34) 
avers that unsustainable practices have been ‘normalised’ through the material and 
symbolic effects of marketing and that to be able to achieve sustainability there is a 
need to disrupt these ‘normalised’ concepts by questioning the relationship between 
social, technical and ecological aspects of product development and the user. Murray 
(2011:2) and Black (2013:3) concur, adding that by having a holistic comprehension 
of the relationship between the user and the product, an essential facet of 
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sustainability arises by shifting from conservation to caring, fostering lower 
consumption of higher quality and longer-lasting products. 
The root of unsustainability is not just environmental problems, but equally important 
are the cultural beliefs and practices of the end user (Ehrenfeld 2015:71). Ehrenfeld 
(2015) continues that if design could produce a change in the belief system of the end 
user, raising awareness of the user's multiple connections to the world, a shift towards 
‘sustainability-as-flourishing’ would be established. Ehrenfeld (cited by Fletcher 
2008:122) describes ‘flourishing’ as: 
“…our artifacts need to be designed to support conscious choice and reflective 
competence rather than blind consumption. They should produce long-lasting human 
satisfaction…we will be able to flourish simply by living life as we encounter it.” 
Ehrenfeld (2015:71) suggests that sustainability-as-flourishing as a belief system 
promotes the users caring and adopting a responsible stance towards the world and 
the products they consume. Salvia (2010:1) agrees that building a new relationship 
between the user and the product could prolong the life cycle of the product, as the 
product is considered a living entity, and the product changes over time in appearance 
and function, allowing for a new kind of value of the product to emerge. By reinforcing 
the relationship between the product and the user, the vitality of the product is 
increased through embracing the ageing of the product, allowing for the formation of 
personal meaning and for a profound notion of attachment and empathy to be 
established (Walker 2009:25-39).  
Fletcher (2012:221) concurs that a deeper understanding of user behaviour and 
consumption patterns needs to be considered as social and cultural dimensions 
greatly influence consumption behaviour. Fletcher (2012:222) continues that even 
though durability of materials and products is often promoted as a key sustainable 
strategy, durability that emerges out of ‘user-ship’ indicates a move back to durability 
being a behavioural issue and a relationship between the user and the product. 
Fletcher (2012:235) discusses the expanded view of durability by Walter Stahel (2010) 
and suggests that durability which transpires out of ‘user-ship’ and human action 
should instead be considered by sustainable design, as there is the potential for 
fostering an emotional bond between the user and the product.  
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Black (2013:5) and Drier (2017:1) argue that production, consumer choices and 
consumption behaviour are intrinsically interlinked and closely connected to the 
success or failure of sustainability within the fashion system. Black (2013:5) and Drier 
(2017:1) continue to argue that changing consumers’ mind-sets towards sustainable 
goals is critical in achieving sustainability. McGrath (2012:3) expresses the same 
sentiment, arguing that to truly reform the current fashion system the relationship 
between consumers and what they buy needs to be considered, as these relationships 
could suggest new ways of reducing consumption, thus fostering a long-lasting and 
meaningful relationship with the garment.  
Fletcher (2008:166) also suggests that a broad understanding and appreciation is 
required, as making a product that lasts longer is not the same as making a long-
lasting product. The length of time a product is used for is not just influenced by the 
product (technical and material) but also by the user (cultural, behavioural and 
emotional). Kiem (2011:34) has the same view, adding that the point where production 
and consumption intersect is where critical examination and innovation can take place, 
as “it is both a product of conditioning and a way of conditioning possible future 
actions”. Dorst (2008:7) agrees that by reconsidering new relations between 
production and consumption, human and machine, local and global, present and 
future, a more sustainable world can be achieved. Dorst (2008:7) continues that 
design practices should re-evaluate their approach to design, by re-considering the 
relations between production and consumption to be able to extend the lifecycle of a 
product. 
Mathilda (2011:[sp]), McGrath (2012:19), Black (2013:6), and Bly et al. (2015:129) all 
agree that true sustainability calls for the interdependence of environmental, social 
and economic factors to secure the well-being of sentient beings, both today and in 
the long-term. Fletcher (2008:173-174) argues that while the cultural phenomenon of 
slow fashion has largely manifested itself in the form of ‘green’ clothing, it can also be 
located in the ‘type’ of exchanges and interactions customers have with clothing, 
suggesting that the user plays an integral part in achieving sustainability. 
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2.3.2 Post-production phase 
The post-production phase of the paradigm comprises of ‘needs-focused’ and 
‘lifestyle’ approaches, suggesting that the consumer plays an integral part in achieving 
sustainability. As illustrated in Figure 2.8 below, in these levels the consumer has the 
opportunity to engage with the product, become informed and knowledgeable about 
the product holistically and even participate in the development and making of the 
product. 
		 
Figure 2.8 – ‘New Dominant Social Paradigm’ – Post Production Phase 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016) 
2.3.2.1 Level Three - Needs 
Sustainable strategies in this level of the DSP suggest addressing human needs, 
consumer engagement and participation; these approaches will be explored further in 
this sub-section, as illustrated in Figure 2.9.  
 
 
 
 
Figure 2.9 –- Post Production Phase Interventions Level Three - Needs 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016)  
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Fletcher ([sa]:2) suggests that before we begin to consider alternative fashion 
systems, we first need to understand their relationship with consumerism and 
materialism, and how the fashion system is deskilling consumers, in order to promote 
sales and increase profits. Fletcher (2008:187; [sa]:4) argues that consumers have 
“little idea how, from what, and by whom” fashion goods are being made. Instead, the 
industry has created an idealised genius designer who ‘creates’ the next ‘must-have’ 
piece, urging the consumer to “buy it now!”, telling them “You need it! You deserve it! 
You want it!” (Fletcher 2008:187; [sa]:4). McGrath (2012:17) expresses the same 
sentiment, namely that the fast fashion system is hindering consumers from wanting 
other options, as the experience of buying fashion is a “formulaic experience” that is 
conditioned and reinforced by a design process that follows a rigid plan to promote 
sales and increase profits.  
Even though lower-priced garments offer consumers greater choice, allowing them to 
buy new lower-priced garments to remain ‘in fashion’, McGrath (2012:17) argues that 
lower-priced garments feed into a consumer’s ‘addiction’, and reinforces the 
dependency on material consumption for attaining perceived happiness and satisfying 
needs. By continually seeking things that they ‘think’ they need and desire, consumers 
have lost contact with the essential values of worth and well-being. Langdown 
(2014:35) argues that English-speaking nations have placed significant importance on 
the superficial aspects of materialism, whereby consumers are defining themselves 
through their job titles, earnings, acquisitions, visual identity and popularity. 
However, McGrath (2012:17) suggests that the fundamental reasoning for purchasing 
a new product is to experience the satisfaction of basic human needs such as leisure 
activities, identity, belonging and feeling unique, and not superficial needs or desires 
that consumers think they ‘deserve’ or ‘must have’. McGrath (2012:19) continues that 
fashion is a ‘material’ form of expressing identity, as fashion products add to social 
and personal relationships within our lived society. Fletcher (2008:160) concurs that 
fashion is an integrated part of contemporary cultural identity and can stimulate the 
satisfaction of various needs such as affection, belonging, creation, participation, 
leisure and freedom. Dolfsma (2004:13) and Stokan (2005:118) both agree that 
consumers within the current fashion system do not seek to achieve need-satisfaction 
from a product but rather attempt to satisfy their inexhaustible supply of ‘desire-needs’, 
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to which the product lends itself. The needs and values of the user become a crucial 
part in sustainable product design, rather than price, speed or built-in obsolescence 
(McGrath 2012:5). 
Fletcher (2010:259-266) suggests that there is a need to shift focus from 
homogeneous goods, which is prescriptive and pacifying, to a view that is focused on 
satisfying the users’ non-material needs, therefore promoting alternative ways to 
experience fashion products and reduce the material flow of garments. Reiley and 
DeLong (2011:65) agree that to be able to transform the current fast fashion system 
into a more sustainable system that is sensitive to human needs, where products 
celebrate human creativity, will take time. Reiley and DeLong (2011:65) continue that 
it is a long-term vision of changing the relationship between production and 
consumption, requiring commitment from consumers and greater society, and it is not 
limited to the fashion system making changes. Fletcher (2008:125) has a similar view, 
believing that sustainable fashion is about a healthy and supportive relationship 
between consumer, producer and product.  
McGrath (2012:9) suggests that by following a needs-based design strategy, through 
addressing consumer needs, the potential exists for influencing consumer behaviour 
through fostering an empathic relationship between the user and the product. 
However, Fletcher (2008:168) argues that it is not enough to provoke an emotional 
attachment on just one occasion, as this will continue the cycle of consumption, but 
rather the relationship between the user and the product should be developed over 
time in order to extend the lifespan of the item. Fletcher (2008:124) continues that to 
truly satisfy human needs in a sustainable manner would require the fashion industry 
to recognise that meeting human needs lies beyond product consumption. A needs-
based approach consists of addressing the emotional qualities that clothing can 
provide to satisfy human needs, encompassing durability of the product, resource 
efficiency and quality (McGrath 2012:9). Further, a needs-based approach requires 
being cognisant of the immaterial needs satisfiers, in the hope of changing the 
perception and engagement the user has with the end product.  
Armstrong and LeHew (2011:45) suggest that designers use the scale of fundamental 
human needs, which was developed by Max-Neef in the nineteen nineties, to guide 
product development towards products with profound meaning to the consumer. 
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According to Fletcher (2012:132), Max-Neef identified nine fundamental human 
needs, which are subdivided under material needs, namely: subsistence, protection 
and immaterial needs, affection, understanding, participation, creation, recreation, 
identity and freedom, as presented in Table 2.1 below. Max-Neef’s taxonomy of 
human needs was developed to aid in identifying ‘wealths’ and ‘poverties’, and how 
these could be maximised and minimised in satisfying human needs differently. The 
nine fundamental needs and their satisfiers comprise of four states: “being, having, 
doing and interacting”, with human needs being met either through internal (immaterial 
or psychological) or external (material or physical) means (Fletcher 2012:132). 
Fletcher (2008:122) and McGrath (2012:7) both argue that human needs remain the 
same across nationalities, religious beliefs and cultures; the only difference is how 
these needs are satisfied across these cultures in different forms of being, having, 
doing and interacting. 
Table 2.1 – Fundamental human needs by Manfred Max-Neef 
(developed by the author, based on Max-Neef, 1992; Fletcher, 2008; McGrath, 2012) 
FUNDAMENTAL HUMAN NEEDS 
Material Needs (Physical) 
 Being (Qualities) 
Having 
(Things) 
Doing 
(Actions) 
Interacting 
(Settings) 
Subsistence Physical and mental health Food, shelter, work Feed, clothe, rest, work 
Living environment, 
social setting 
Protection Care, adaptability, autonomy 
Social security, health 
systems, work 
Co-operate, plan, take 
care of, help 
Social environment, 
dwelling 
Immaterial Needs (Psychological) 
 Being (Qualities) 
Having 
(Things) 
Doing 
(Actions) 
Interacting 
(Settings) 
Affection Respect, humour, generosity, sensuality 
Friendships, family, 
relationships with nature 
Take care of, sexuality, 
express emotions 
Privacy, intimate spaces 
of togetherness 
Understanding Critical capacity, curiosity, intuition 
Literature, teachers, 
policies, education 
Analyse, study, meditate, 
investigate 
Schools, families, 
universities, communities 
Participation Receptiveness, dedication, humour 
Responsibilities, duties, 
work, rights 
Co-operate, dissent, 
express opinions 
Associations, parties, 
neighbourhoods 
Leisure Imagination, tranquillity, spontaneity 
Games, parties, peace of 
mind 
Day-dream, relaxation, 
remembering, having fun 
Landscapes, intimate and 
alone spaces 
Creation Imagination, curiosity, inventiveness 
Abilities, skills, work, 
techniques 
Invent, build, design, 
compose, interpret 
Spaces for expression, 
workshops, audiences 
Identity Belonging, self-esteem, consistency 
Language, religions, 
work, customs, values 
Get to know oneself, 
grow, commit oneself 
Places one belongs to, 
everyday settings 
Freedom 
Autonomy, passion, self-
esteem, open-
mindedness 
Equal rights Dissent, choose, run risks, be aware Anywhere 
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McGrath (2012:7) argues that the results from the Max-Neef taxonomy of human 
needs denote that a more holistic approach to fulfilling human needs is required, as 
only two of these needs can be satisfied by material consumption, namely, 
subsistence and protection. The remaining seven human needs are immaterial ones, 
being psychological and non-monetary. Fletcher (2008:121) concurs, and furthers the 
argument by stating that the satisfaction of the seven immaterial needs cannot be 
fulfilled through consumption, which is insufficient as a means of providing human 
well-being. McGrath (2012:7) adds that immaterial needs could be satisfied by 
personal and cultural values, types of behaviour, personal growth and standards and 
occupation. Yet most of society relies on meeting all nine fundamental human needs 
through product consumption. 
Fletcher (2008:123) argues that considering fundamental human needs as an 
approach to fashion design and production could change and influence consumption 
behaviour drastically, moving away from material wealth to fostering the mobilisation 
and empowerment of the user to instead satisfy their own needs with their own 
authentic ideas and skills. McGrath (2012:7) has the same view as Fletcher 
(2008:123), arguing that the shift away from ‘having’ to ‘being’ is in complete contrast 
to strategies of the current fashion system, which draws immaterial needs into the 
marketplace by linking products to a perceived desirable outcome, such as success, 
identity, status and physical appearances. Fletcher (2008:122) suggests that shifting 
away from a culture that is defined by material consumption towards one that engages 
with both material and immaterial needs satisfiers in a more aware and conscious 
manner is a move towards reducing consumption, fostering well-being and greater 
sustainability. 
Fletcher ([sa]:3) argues further that fostering new ways of engaging with the processes 
and infrastructures of consumption, where an integrated partnership between the 
consumer and the designer exists, would reduce consumption, which is in line with the 
core values of sustainability. Fletcher (2008:127) describes the critical values behind 
sustainability as: community (relationship between the designer, producer and 
consumer), empathy (recognizing others’ needs and feelings and seeing the 
connection to the bigger picture), participation (active involvement and cooperation 
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within the whole fashion system), and resourcefulness (not just reducing energy usage 
and toxic chemicals, but also reducing heightened consumption behaviour). 
De-centralising the fashion system, whereby the consumer becomes the maker and 
designer, is referred to by Mathilda (2011:[sp]), suggesting that  empowering the 
consumer allows for the potential of developing ideas and products that move beyond 
the visual aspect, instead fostering a more conscious and more profound connection 
with the product and sustainability. Clark (2008:429,441) continues this argument that 
by blurring the lines between designer and user, the participation between the 
designer and the wearer has the potential for emotional attachment, whereby the 
wearer’s own stories and cultural origins are evident in the product. By presenting 
fashion products as a choice rather than a ‘must have’, an emotional attachment to 
the product is nurtured, which means that the wearer will cherish and take care of the 
product for longer. 
Drier (2017:1) argues that the most promising approach to sustainability is to foster a 
new relationship between the consumer, the maker and the product through 
participatory design. Fletcher (2008:187) also suggests that participatory design, 
where the user and the maker work together in the development of a product, could 
result in skills being transferred, shifting from quantity to quality, which is central to 
sustainability. Fletcher (2008:188) continues that a quality approach to buying 
products promotes the importance of culture and the appreciation of products, as well 
as liberating the user from induced mass consumerism. Participatory design or ‘meta-
design’, as suggested by Mathilda (2011:[sp]), is a bottom-up approach to design, 
addressing particular and situated needs.7 Further, meta-design designs itself, as it is 
an open-ended design process that moves beyond design principles, allowing for 
design practices to address design problems such as sustainability from the 
beginning, and not just the symptoms. 
The significance of consumer participation in the co-creation of value is widely 
recognised as a strategy in marketing theory (Wolf & McQuitty 2011:154). However, 
generally, the consumer is only viewed as a passive buyer of the product and is not 
	
7 Henninger, Alevizou, Oates & Cheng (2015:145) suggest that a “bottom-up” approach allows for the 
incorporation of the user into the overall process. In other words, the user informs the design process 
and the final product. 
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considered an active participant in the making of the product. Xie, Bagozzi and Troye 
(2008:199) suggest that once the consumer becomes an active participant in the 
creation of goods for their own use, then the definition of ‘prosumer’ applies. Xie et al. 
(2008:199) define prosumption as the “value creation activities undertaken by a 
consumer that results in the production of products they eventually consume and that 
becomes their consumption experiences.” Xie et al.'s (2008) definition is consistent 
with the concept of ‘value co-creation’ as argued by Lusch and Vargo (2006:284). 
Lusch and Vargo (2006:284) state that “co-creation of value” consists of two parts, 
firstly value-in-use, implying that “value can only be created with and determined by 
the user in the ‘consumption’ process and through use” and, secondly, co-production, 
which “involves the participation in the creation of the core offering itself”, that can 
occur through shared resourcefulness, co-design, or co-production. Wolf & McQuitty 
(2011:167) also propose the concept of prosumption, arguing that little understanding 
or research exists on the prosumers' behaviours and motivations, or the outcome of 
producing for self-consumption. Their study demonstrates that prosumption activities 
such as DIY are rooted beyond economic motivations, indicating a shift in consumption 
behaviour from passive consumption to making products for self-use. Wolf & McQuitty 
(2011:167) add that the growth and future of prosumption indicates that DIY activities 
are motivated by rising costs, inferior quality of craftsmanship and individualisation of 
one’s own products.8 
Fletcher (2008:185) argues that the central challenge to achieving long-term 
sustainability is to achieve a sense of living better, enriching the ties that bind us 
together as a global society, having more respect and understanding of natural 
resources while consuming less. 
2.3.2.2 Level Four - Lifestyle 
The fourth level of the paradigm comprises of interventions that promote consumer 
participation, suggesting that sustainability is a lifestyle choice, which extends beyond 
interventions and processes. An overview of suggested interventions within this level 
is presented in Figure 2.10 below. 
	
8 Craftsmanship in this study is considered a construct and does not reference any specific gender. 
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Figure 2.10 –- Post-production Phase Interventions Level Four - Lifestyle 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016)  
Numerous fashion theorists have suggested that heightened consumption behaviours 
have caused significant environmental concerns. McGrath (2012:1,21) argues that to 
be able to create true sustainability, it is necessary to address sustainable production 
and, even more importantly, consumption behaviour, by reducing the material flow of 
clothing and fostering a more empathic relationship with clothing, by evaluating human 
well-being and needs satisfiers. Fletcher (2008:186) agrees that the values of 
sustainability are not limited to environmental resourcefulness, but that equally 
essential values such as “appropriateness, connectedness and engagement” will need 
to be embedded into popular culture to enable us to change the relationship we have 
with fashion products. McGrath (2012:3,5) continues that the fashion system needs to 
go beyond efficient production processes and the use of ecologically sustainable 
textiles to provide a new way of engagement which would lead to re-establishing an 
empathic connection to the product. Furthermore, by moving beyond buying product 
as an activity, McGrath (2012:3) argues that, instead, the wearing and associated 
experience of wearing the garment would lead to slowing down of consumption and 
be more in line with sustainable goals. 
Design approaches that focus on ‘design for sustainability’ address all dimensions of 
sustainability, considering the traditional production process, but also questioning the 
fundamentals of consumption and the satisfaction of human needs (Spangenberg et 
al. 2010:1484). Hughes (2011:7) agrees that true sustainability goes far beyond just 
an ecological understanding and the often ‘superficial level’ of natural resource 
preservation. Fletcher (2008:175) has a similar position on achieving sustainability, 
presenting a series of design approaches offering a different perspective on 
consumption behaviour, which is driven by the consumer and not by the fashion 
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system. These approaches propose a more resourceful, holistic and sustainable way 
of producing clothing and the consumption of the products, by designing products 
which simultaneously save resources and address environmental concerns. 
Furthermore, by satisfying symbolic (fashion), material (clothing) and immaterial 
(psychological) needs, a new holistic value system would emerge, where the primary 
concerns are efficiency, balance and promoting human well-being (McGrath 2012:8). 
Mathilda (2011:[sp]) concurs, stating that a more holistic approach to fashion 
production and consumption is required, which supports a deeper understanding of 
sustainability as a whole.  
Fletcher ([sa]:4) suggests that by having a holistic understanding and considering the 
everyday life experiences of the user in the design approach, a more integrated picture 
is formed, whereby the value of sustainability is not imposed by the physical aspects 
of the product or the production processes. Instead, the social system around the user 
enables a sense of responsibility to others, by building interrelationships and fostering 
a community that is based on sustainable values (Fletcher [sa]:4). Furthermore, it is 
suggested by Fletcher ([sa]:5) that where design and use become a singular concept, 
the life of the user not only provides input into the design and production processes, 
but also allows for the user to have an empathic connection with the garment beyond 
the point of sale, promoting satisfaction in the use of the garment. 
Fletcher ([sa]:7) states that a holistic and integrated approach to design, which is 
interdependent, inspirational, dynamic, responsible and empowering, permits the 
user-garment relationship to be a way of living which is not predicted by a growth-
driven fashion system. The above approach allows for the development of quality 
without growing in quantity, fostering well-being that is not about having more but 
rather about having a broader perspective and holistic understanding of the user-
product relationship, allowing the user to reach their full potential and capabilities by 
learning new skills and practices. Bly et al. (2015:132) agree that there is a need within 
the fashion system to incorporate a broader concept through which to achieve human 
needs satisfaction sustainably, continuing to suggest that some of these sustainable 
need satisfiers should include “freedom, uniqueness, resistance, authenticity and well-
being”. Bly et al. (2015:130-133) continue that sustainable consumption behaviour 
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provides a greater sense of personal growth and pleasure through participation and 
promoting general well-being.  
Sustainable consumption engenders a broader notion of self and promotes 
sustainable values such as individuality, self-expression and freedom, away from a 
rigid fashion system and a homogenised culture. Furthermore, the study of Bly et al. 
(2015:130-133) reveals that there is also an intuitive, emotional association with 
sustainability, which appears to be less focused on environmental change, based 
rather on a holistic and integrated choice by the consumer. Armstrong and LeHew 
(2011:44) also suggest that an empathic approach, respectful of natural resources, 
could develop a new relationship between the user and the product, as well as 
between the user and the maker, creating a symbiotic relationship of satisfying mutual 
needs and care for each other. Furthermore, Chapman (2005:29-35) argues that an 
empathic connection could prolong the lifespan of a product by nurturing the product 
through repair, upgrade and service.  
In the study of sustainable fashion consumption pioneers, Bly et al. (2015) suggest 
that sustainable consumers can be divided into two categories: those who “consume 
less/ consume better” (CLCB) and those who consume “second-hand/ DIY” (2DIY). 
The CLCB consumers notably buy fewer products, preferring instead to purchase 
better quality goods from local or artisanal producers, which is in line with the slow 
fashion movement. The 2DIY consumer, on the other hand, exclusively buys second-
hand garments or makes their own garments to satisfy their own needs (Bly et al. 
2015:127). To gain a deeper understanding of these categories, further exploration is 
required. 
2.3.2.2.1 Consume Less/ Consume Better (CLCB) 
Within the current fast fashion system, Fletcher (2008:130) highlights some of the 
significant escalators of heightened consumption behaviours as: the pressure to 
compare oneself with others by means of displaying material goods, replacement of 
products to ‘match’ new purchases, pressure to experience new things, the fear of 
missing out and, lastly, social pressure to ‘reinvent’ and reformulate identity. 
Furthermore, Fletcher (2008:130) argues that transforming the current fast fashion 
system into something more sustainable and sympathetic to satisfying true human 
needs requires widespread cultural, social and behavioural changes. 
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Von Busch (2008:132) also recommends behavioural changes, suggesting that the 
emotional and psychological connection with a garment plays an integral part in the 
consumer’s decision to replace an item. Von Busch (2008) conducted a study where 
he invited consumers to swap clothing that they were wearing for new products, 
however, only once they had paused and reflected on why they no longer wanted the 
‘old garment’, asking themselves what emotional connection there was with the ‘old 
garment’ and why the garment was originally purchased. The outcome from von 
Busch’s (2008) study reveals that most of the consumers, given the choice, did not 
swap garments after reflecting on the emotional and psychological connection with 
that garment. Fletcher (2008:168) expresses a similar view, suggesting that an 
emotional connection and the simple act of articulating the connection to and the 
meaning and personal value of a garment could influence its lifespan. However, 
Fletcher (2012:227) argues that once a garment displays an absence of meaning it is 
discarded, which is in line with theories of emotional durability where the aim is to 
foster emotional and experiential connections with garments.  
To be able to consider possible pathways for developing emotional durability in design, 
Fletcher (2012:227) expanded on emotional durability as a conceptual framework, 
which Chapman (2005:29-35) conceptualised, based on the product-user 
relationships of over 2000 consumers. Within the suggested framework, Fletcher 
(2012:227) argues that there are three groups of interventions, each comprising of two 
components, indicating possible points of intervention to further emotional durability 
between the consumer and the product. Fletcher (2012:227) lays out the underlying 
points of intervention within the framework as follows: 
The product-user relationship within time and space 
• Surface: the product ages over time and develops further character; 
• Enchantment: the product delights the user in the process of discovery; 
The product-user relationship with an emotional or personal connection 
• Narrative: the user has a unique and personal connection with the product; 
• Attachment: the user has an emotional or sentimental connection to the product;  
The product-user relationship is limited to function and skill set development 
• Consciousness: skill set is required to engage with the product; 
• Detachment: the product is seen only for its functional aspects 
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Moreover, Fletcher (2012:227) suggests another approach to categorising emotional 
durability in design, based on the research by Batterbee and Mattelmäki (2004). 
Batterbee and Mattelmäki (2004:337-343) suggest that the objectives of an emotional 
connection with a product can be divided into three categories: firstly, as a meaningful 
tool whereby the product enables user satisfaction, secondly, meaningful association, 
implying that a product is an extension of cultural or individual meaning to the user 
and, lastly, as a living object, suggesting that the user has an emotional bond with the 
item beyond the immediate use. 
Fletcher’s (2012:227) discussion on the conceptual framework of Chapman (2005), 
and suggested related interventions, as well as the three categories pertaining to the 
emotional connection with a product as identified by Batterbee and Mattelmäki (2004), 
validates that emotional durability plays an integral part in prolonging the lifespan of a 
garment. Figure 2.11 below illustrates the combined views and arguments of 
Batterbee and Mattelmäki (2004), Chapman (2005) and Fletcher (2012). 
 
Figure 2.11 – Emotional Durability 
(developed by the author, based on Batterbee and Mattelmäki, 2004; Chapman, 2005; Fletcher, 
2012) 
It is argued by McGrath (2012:5) that an empathic connection to a product is in 
contrast to the current trend-driven fast fashion system, suggesting that there is a need 
for designing garments which meet consumer needs with less material focus, by 
focusing on “use value” and not on “exchange value”. Salvia et al. (2010:2) suggest 
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that designing products for “future nostalgia”, which can change and grow over time 
according to the user’s lifestyle, their environment and the user’s interaction with the 
products would foster a strong emotional tie between the user and the products. 
In line with the above discussion, Tranberg Hansen (2004:301) suggests that shifting 
the focus away from the actual product towards social relations and interactions within 
the greater community allows the potential to develop sustainable design strategies, 
which originate within the user-product relationship and not so much from the product 
itself. Fletcher (2012:230) describes use-related design practices as a way to discover 
the ‘behaviours’ that surround, relate from and happen during the use of a garment. 
Fletcher (2012:231) argues that the longevity of a product is not always achieved 
through design interventions or the use of robust fabrics, but is instead fostered by 
use-related approaches whereby a user-product narrative and relationship is 
developed. Fletcher (2012:231) continues that the physical durability of an item of 
clothing is less critical to the garment’s durability than is shifting the user's mind-set to 
fostering long-term use. By changing the user mind-set to nurturing of the product 
through mending, alerting and caring, there is a potential for developing an empathic 
connecting to the garment, which could extend the use of the product. Salvia et al. 
(2010:2) agree and add that by fostering an empathic connection with a product, 
valuing the imperfections, ageing and use-signs, the lifespan of the product would 
increase. 
The appreciation and valuing of imperfection is best understood through the Japanese 
concept of ‘Wabi-Sabi’, which, according to Juniper (2003) (cited by Salvia & Cooper 
2016:27), emerged in 900 AD and peaked in the sixteenth century. ‘Wabi-Sabi’ is a 
worldview of accepting impermanence, an aesthetic of finding beauty in the imperfect, 
embracing the transient and incomplete qualities of a product (Salvia et al. 2010:2). 
‘Wabi-Sabi’ is centred on the beauty of impermanence and imperfection, and is 
described by Kwan (2012:3) to “capture the quality that is at once aesthetic, ethical 
and epistemological, that can be an aspect of what we make, what we are, and a place 
to live in” (Kwan 2012:3). 
Salvia (2016:8) argues that incorporating natural elements, embracing ageing and the 
in-use qualities of the product to extend or make something new or different allows for 
a sense of satisfaction and enjoyment to arise out of the rescuing and reusing of found 
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products and materials. The process of ‘making’, ‘caring’ and ‘making-new’ with what 
is at hand through embracing the imperfect qualities is closely linked to the ideals of 
‘Wabi-Sabi’ as well as to DIY. Salvia (2016:27) suggests that products which stem 
from DIY practices generally display signs of ageing and that this aesthetic paradigm 
makes provision for accepting and even appreciating the ‘imperfections’ of such 
products. Salvia (2016:27) adds that signs of ‘imperfection’ due to the design, making, 
wear and use bear witness to the shared existence of the product and the user and 
could potentially strengthen the emotional attachment to the product. Further, the 
emotional attachment to the product evolves, changes and ages with the user, 
embedding greater significance and memories, increasing the possibility of the user 
keeping and taking care of the product for longer (Salvia 2016:27). 
2.3.2.2.2 Second-hand/ DIY (2DIY) 
Jenkins and Hillmire (2015:6) suggest that even though second-hand shopping is not 
advertised as ‘eco-fashion’, the purchasing of second-hand clothing eliminates the 
effects from the production of raw materials and manufacturing processes, and also 
reduces the amount of fabric waste ending up in landfills. Jenkins and Hilimire (2015:6) 
continue to argue that even though there is a large percentage of used garments that 
is donated to second-hand clothing stores, these stores cannot keep up with the 
overflow of donations and that only about a fifth of this is sold. As countries in the 
‘Global North’ consume and dispose of more clothing each year, the reselling within 
the ‘Global North’ becomes saturated and what is not sold is shipped to the ‘Global 
South’ in large bales for resale. The influx of second-hand products and textiles being 
shipped to the ‘Global South’ has a destructive impact on the local fashion and textile 
industries, as they cannot compete with these cheap imports (Jenkins & Hilimire 
2015:6). 
However, Reiley and DeLong (2011:67) argue that the primary reasoning for buying 
second-hand and vintage clothing is to purchase an authentic and unique garment. 
Notably, other motivators for purchasing second-hand and vintage clothing include 
economic considerations, up-cycling and concerns around the environmental impact 
(Reiley & DeLong 2011:67). Furthermore, second-hand and vintage clothing also 
allow consumers to have more choice and variety, in contrast with what is available in 
mass-produced, trend-driven stores, in terms of sizing, luxury fabrics, fit and 
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construction, as well as availability of period pieces (Reiley & DeLong 2011:70). 
Jenkins and Hillmire (2015:6) agree that vintage and second-hand shopping enables 
consumers to purchase unique and distinctively different garments, setting them apart 
from the current fast fashion system and homogeneous culture. Reiley and DeLong 
(2011:70) continue that vintage clothing becomes the ‘material’ for consumers to 
reinterpret styles from the past into a unique modern identity through customising.  
Tranberg Hansen (2004:[sp]) discusses the second-hand clothing industry at length, 
especially in sub-Saharan Africa, which, according to Tranberg Hansen (2004), is the 
world’s largest second-hand clothing destination, receiving more than 30 per cent of 
the total global exports. Tranberg Hansen (2004:[sp]) argues that ideas such as 
“fashion-ability”, “craft of use” and “clothing competence” are skill sets, ideas and 
ideals, which are in line with promoting a different satisfaction, a satisfaction of use, 
where active participation by the user is required. Fletcher (2012:231-232) also 
suggests ‘craft of use’, arguing that ‘craft of use’ does not require any additional money 
or purchasing to be achieved, but instead relies on the user to find innovative ways 
that are influenced by the use of the garment to reimagine and prolong the lifespan of 
a garment, while embracing the existence and growth of the item.  
Von Busch (2008:56) argues that craft, hacking and customisation, in other words, 
DIY activities, can change design in new ways, by reclaiming and redistributing to 
everyday users tasks, which were traditionally reserved for professionals. Salvia 
(2016:15) argues that DIY practitioners (or DIYers) are reshaping the relationship 
between production and consumption, suggesting that DIY behaviour could foster a 
more sustainable and satisfactory approach to consumption and production by re-
using, re-pairing, re-purchasing and re-appropriating. 
To locate DIY as a sustainable approach within the Armstrong and LeHew (2011) 
DSP, a critical review of relevant literature on DIY and the motivation of partaking in 
DIY activities and behaviours will be explored in section 2.4. In the next sub-section, 
the fifth level in the DSP suggested by Smal (2016) will be discussed. 
2.3.3 Level Five - Consciousness 
In this sub-section, the added level to the Armstrong and LeHew (2011) DSP, as 
argued by Smal (2016), will be explored. Smal (2016:237) argues that from her study 
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of South African design-driven fashion designers, social and ethical responsibility on 
the part of the designer informs the sustainable approaches within their design praxis. 
The suggested interventions and strategies within the production and post-production 
phases of the DSP are not mutually exclusive, and one level is a continuation of the 
other (Smal 2016:239). Furthermore, Smal (2016:249) notes that each of the four 
levels in the Armstrong and LeHew (2011) paradigm specifically focuses on an area 
of intervention. The focus of the first level is primarily concerned with product-related 
approaches; in the second level the focus is results-based interventions; the third layer 
focuses on human needs; and in the fourth level the focus shifts towards fostering 
sustainable lifestyles (Smal 2016:249). Figure 2.12 depicts the fifth level within the 
DSP suggested by Smal (2016). 
	 
Figure 2.12 –- ‘New Dominant Social Paradigm’ – Foundation Level 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016)  
Smal (2016:239) argues that a foundational level, which emphasises the people and 
their social and ethical responsibility, rather than strategies or interventions, is the 
driving force underpinning environmental sustainability. Further, an added level, such 
as level five, suggests that all practices, interventions, strategies and processes are 
viewed from and informed by this foundational level. Bly et al. (2015:132) support the 
above-mentioned argument, suggesting that the fashion system should incorporate a 
broader concept through which to view and achieve sustainability. Fletcher ([sa]:7) 
also suggests a holistic and integrated approach to design, concurring with Payne 
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(2011:1) that sustainability needs to be reframed, as sustainability has moved beyond 
ecological processes and views pertaining to the consciousness of the planet. 
Smal (2016:249) argues that the fifth level is centered on the people who drive and 
implement environmental sustainability. Fletcher ([sa]:3) concurs, averring that an 
integrated partnership between the people involved in the making and use of a 
garment holds great potential to reduce consumption, thus meeting the core values of 
sustainability. 
2.4 DIY 
As discussed in sub-section 2.3.2.2, Bly et al. (2015) have argued that sustainable 
consumers can be divided into two categories: consumers who consume less/ 
consume better (CLCB), and those who exclusively buy second-hand garments or 
make their own garments (2DIY). The following section aims to explore and present 
literature on DIY and the motivation of partaking in DIY activities and behaviours, to 
locate DIY as a sustainable approach within the Armstrong and LeHew (2011) DSP. 
Salvia (2016:16) argues that following a multidisciplinary approach to the complexities 
of production and consumption in the fashion industry would aid in shifting towards an 
alternative low resource-demanding industry and could lead to increased individual 
happiness and long-lasting satisfaction of the user-maker. Moreover, the challenge in 
achieving sustainability is to find ways of embracing personal style and expressing 
individual identity and cultural belonging while covering our bodies without excessive 
material consumption, especially of homogenised goods. Salvia (2016:16) suggests 
further that DIY activities and behaviours could establish a longer-lasting relationship 
between the user and the product, as well as with the makers of the product. 
The process of re-adapting materials by one’s hand, also known as DIY, stems from 
the French expression bricolage, which implies craftspeople who use leftover 
materials from previous projects to re-construct something new (Rogers 2012:1-2; 
Geczy & Karaminas 2017:23). The idea of DIY and bricolage is usually thought of in 
terms of home improvements or craftwork, but is also used as a theoretical idiom to 
describe the re-assemblage of concepts and ideas (Geczy & Karaminas 2017:23). 
Rogers (2012:1-2) notes that anthropologist Claude Levi-Strauss uses the concept of 
bricolage as a heterogeneous approach to social inquiry and refers to ‘meaning-
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making’ more generally. In the context of fashion, fashion bricoleurs only use tools, 
skills and materials, which are at hand (Rogers 2012:2). Furthermore, DIY does not 
necessarily involve concrete plans, methods, tools or checklists, that is, DIY activities 
are more fluid, flexible and open-ended than are traditional linear approaches to 
production activities (Rogers 2012:3).  
Moreover, DIY behaviours and activities do not just include the process of referencing 
specific styles, cultural influences or globalised popular culture, but also involve an 
active ‘meaning-making’ process (Hebdige 1979:100-112; von Busch 2008:48; 
Luvaas 2012:110-115). An often-used example of DIY in the fashion system is the 
counter-narrative approach of the Punk Movement, as discussed at length in the 
seminal work Subculture - The Meaning of Style by Dick Hebdige (1979). Although 
focusing more on subcultural style, Hebdige (1979) makes pertinent observations that 
clothing can be ‘read’ and that there is meaning within style. Furthermore, the Punk 
Movement demonstrated that fashion does not necessarily come from a traditional 
design-led business, but that DIY could instead offer alternative fashion options to the 
wearer. Geczy and Karaminas (2017:26) suggest that the fundamental ontology of 
contemporary fast fashion is very much the same as the Punk Movement’s constant 
transformation of visual identities and referencing of cultural belonging and style. 
Before the rise of Punk in the mid-nineteen seventies, fashion was largely defined by 
wealth and a classist system, where having access to financial resources equated to 
being fashionable, and style was measured in accordance with the quality of design, 
fabric and craftsmanship (Geczy & Karaminas 2017:18). Punk, DIY styling and their 
associated ideas provided a new autonomy to clothing, challenging the very notions 
of wealth and class, as well as the preconceived ideas of what quality and 
craftsmanship are and what they represent (Geczy & Karaminas 2017:15). DIY in the 
context of Punk culture is thought of as a reaction against consumerist behaviour 
(Sanders & Stappers 2012:17), showing forms of protest, the outcome of which was 
anarchy, sabotage and subversion of the cultural system (von Busch 2008:51). Punk 
fashion, especially that of fashion designers such as Vivienne Westwood in the 
nineteen seventies, bears traces of confrontational messages, anarchy and 
subversion but, more importantly, there is a sense of work-in-progress, showing the 
production and labour that would go into the making of the garment (Geczy & 
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Karaminas 2017:24). Bly et al. (2015:130) argue that through the making process or 
by customising an item of clothing, the DIYer gains a deeper understanding of the 
value and work that goes into the creation of a garment. Furthermore, in contrast to 
pacified receivers and consumers of mass media and popular culture, Ratto and Boler 
(2014:18) argue that DIYers ‘exist’ and that the notion of DIY citizenship signals a shift 
towards the possibility of consumers being active participants as social 
interventionists.  
As discussed in sub-sections 2.3.2.1 and 2.3.2.2, user participation and engagement 
is essential to achieving sustainability. Fletcher (2008:125) argues that sustainability 
is not isolated to the individual or the industry, but is instead about self-awareness as 
human beings and building relationships with others, including the makers of the 
product as well as the making process. Fraser et al. (2016:88) agree that by shifting 
the emphasis from the ‘design of products’ to the ‘design of modes of engagement’, a 
new relationship between the environment and human beings is established, allowing 
for a more empathic comprehension and connection to be formed between the product 
and the maker. These newly-formed relationships allow for the user to pause and 
reflect, become aware of the product in a novel way, consider how the product was 
made, what it took to grow the raw materials, what challenges there were in the 
production of the product and, ultimately, who made the product. Fletcher (2008:126) 
continues that by moving beyond the submissive nature and dependency of the 
current fashion system, whereby the wearer becomes a skilled, informed and active 
participant in the making process, the power structures of the fashion industry will be 
displaced and a new link between fashion and consumption will be established.  
Salvia (2016:17) argues that everyone can and does design, continuing to describe 
the emergence of DIY as a contemporary phenomenon in a ‘post-professional era’, 
and a paradigm shift towards self-production. Furthermore, von Busch (2008:51) avers 
that DIY in the new millennium does not aim to destroy, take over or overthrow, but is 
more inclined to empower the user with skills, promoting the fostering of a deep love 
for the product. Sanders and Stappers (2012:17) and Ratto and Boler (2014:18) 
concur, and continue to characterise the behaviours of DIYers as ‘creating’, ‘doing’ 
and ‘making’ by means of re-purposing globalised content to offer a ‘counter-narrative’ 
to a specific activity or product where the primary focus is not monetary gain. Further, 
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DIYers have been described as ‘craft consumers’ (von Busch 2008), ‘prosumers’ 
(Ritzer & Jurgenson 2010) and ‘professional amateurs’ (Ratto & Boler 2014). Such 
individuals are unified by the will and commitment to create products that they truly 
desire. Wolf and McQuitty (2011:163) suggest that the outcome of DIY behaviour 
creates experiences beyond the consumption of tangible products, allowing DIYers to 
learn skills such as how to use the product differently, adapting or maintain the product 
to meet their specific needs. Also, DIY behaviour and activities allow consumers the 
ability to make-or-buy, circumventing product dissatisfaction and lack of diversity, 
allowing individuals to build and enhance their identities by reconsidering new forms 
of material value (Wolf & McQuitty 2011:155). 
To be able to gain further insight and understanding into the reasoning for participating 
in DIY, the following sub-sections will explore the eight motivators for partaking in DIY 
as identified by Wolf and McQuitty (2011). The eight motivators according to the 
suggested framework will be viewed through the lens of sustainability in fashion 
design, to position DIY as an approach within the Armstrong and LeHew (2011) DSP. 
2.4.1 DIY Motivation 
Wolf and McQuitty (2011: 154 - 170) suggest that the motivation for partaking in DIY 
activities can be divided into two main categories. The first category, ‘Product and 
service evaluation’, consists of motivators in relation to the product, and the second 
category, ‘Identity enhancement’, primarily focuses on DIY as a means to enhance the 
identity of the DIYer. Figure 2.13 below illustrates the eight motivators within the Wolf 
and McQuitty (2011) DIY Motivator Framework. 
 
Figure 2.13 – DIY Motivators 
(developed by the author, based on Wolf & McQuitty 2011) 
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To be able to explore the motivation behind DIY activities as outlined by Wolf and 
McQuitty (2011) within the context of sustainability, further expansion of these 
individual components is required. The following sub-sections will explore the eight 
motivators within the framework to support the positioning of DIY as a sustainable 
approach within the Armstrong and LeHew (2011) DSP. 
The first category ‘Product and service evaluation’ within the Wolf and McQuitty (2011) 
framework consists of motivators pertaining to the actual product. The four motivators, 
‘economic benefits’, ‘quality of product’, ‘diversity of product’ and ‘customisation of 
product’ are explored in relation to sustainability in the following sub-sections. 
2.4.1.1 Economic benefits 
The objectives of DIYers have primarily been motivated by the economic benefits and 
lack of diversity, however, today the aim has changed to address questions of 
authenticity, accomplishments, creativity, self-confidence, self-reliance, skills 
development and, more importantly, a lifestyle choice (von Busch 2008:48). Von 
Busch (2008:48) elaborates that DIY does not only deal with hands-on activities of 
repairing, saving and making things new, but is also concerned with re-purposing 
systematically and strategically to meet the DIYer’s unique need. Salvia (2016:16-17) 
agrees, stating that even though monetary saving is a motivator for engaging in DIY 
activity, gaining satisfaction through accomplishing a task, regardless of the level of 
commitment and the development of skill sets, is the crucial motivator. Wolf and 
McQuitty (2011:163) concur, suggesting that DIY has the built-in ability to create 
experiences, which allows for the DIYer to develop new skills and a different view on 
how to use and engage with products through the making process and the use of the 
item. 
Wolf and McQuitty (2011:156) note that there is a major shift taking place with how 
products are being consumed, whereby the value of the product extends the 
immediate goods-centred logic. The shift away from the functional use of the product 
suggests a more reciprocal, service-centred logic, where the producer and consumer 
co-create and co-produce products. Ehrenfeld (2008:73) suggests that by meeting 
one’s own needs, a sense of completion and satisfaction arises, evoking a greater 
sense of authenticity as the user-maker acts from within and is not being responsive 
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to mass consumerism. Wolf and McQuitty (2011:164) also argue that having an 
involved and more profound connection with a product, beyond the physical and 
monetary importance, allows for satisfying a higher order of needs and values, such 
as happiness, security and pleasure.  
As discussed in sub-section 2.3.2.2, emphasising the non-monetary value of clothing 
enables the user to become an active participant in the formulation of their own 
authentic narrative. McGrath (2012:19) argues that by encouraging participation and 
self-production (DIY), the roles within the current fashion system would be challenged, 
transferring the power back to the individual, engendering a shift from quantity to 
quality. Further, if users had a greater understanding of craftsmanship and the 
processes involved, Fletcher (2008:162-175), as well as Fletcher and Grose (2012:85-
88), argues that consumption would be slowed down, which in turn, would contribute 
towards achieving true sustainability. Furthermore, Salvia (2016:8) suggests that 
through embracing the in-use qualities of a product, a sense of satisfaction and 
enjoyment results from the rescuing and re-using of products and materials in a new 
or different way.  
2.4.1.2 Quality of product 
Even though monetary saving is a recurring motivation for practising DIY, it is also 
driven by the satisfaction gained by saving money. Salvia (2016:6) states that DIYers 
gain immense pleasure out of saving money when making a product for own 
consumption. However, Salvia (2016:6) argues that saving money is not sufficient to 
motivate DIY, rather, the motivation for partaking in DIY is usually paired with other 
motivations, such as quality and durability. 
Quality and durability are interlinked according to Niinimäki (2011:1880), who states 
that products, which aim to achieve prolonged use and be durable, need to be of 
superior quality. Niinimäki (2011:1880) also suggests that the user, through upgrading, 
updating, repairing and modification, could increase the lifespan of the product. Salvia 
(2016:16) argues that self-producing and repairing could also establish a longer-
lasting relationship between the user and the product which, according to Niinimäki 
(2011:1880) would “extend the enjoyable use time of the product as well as postpone 
the psychological obsolescence that consumers themselves feel about the product”. 
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Wolf and McQuitty (2011:159) argue that a lack of product quality motivates DIYers to 
undertake DIY projects themselves. In Wolf and McQuitty’s (2011) study, DIY 
practitioners reported that by doing it themselves, they were able to pay attention to 
smaller details, ensuring that the product was of the utmost quality. Furthermore, a 
notable sense of pride was reported by the DIYers, who seemingly used DIY as a 
strategy to circumvent the lack of quality in mass-produced products. Moreover, Salvia 
(2016:8) argues that satisfaction and enjoyment transpire out of rescuing and re-using 
found products and materials, in an attempt to extend or make an item of better quality. 
Salvia (2016:27) adds that products made by DIYers generally show signs of ageing, 
making provision for the user to accept and even appreciate the ‘imperfections’ of a 
self-made product. It is also suggested by Salvia (2016:27) that the signs of 
‘imperfection’ due to the making process, wear and use of the item contribute to and 
strengthen the emotional connection between the user and the product. 
In the context of fashion and sustainable consumption behaviour, Bly et al. (2015:132) 
argue that consumers who CLCB by purchasing better quality products from artisanal 
or small producers rather than from homogeneous mass retailers align with the 
consumption principles of slow fashion. Niinimäki (2011:1879) suggests that the 
primary aim of a ‘slow design’ approach is to prolong a product’s lifespan while 
deepening product satisfaction. Further, Niinimäki (2011:1879) states that slow 
fashion is the design of products that are used for a longer period and that items are 
of higher quality and made to high ethical values, thus increasing their durability and 
longevity.  
Niinimäki (2011:1878) maintains that the current fashion system is characterised by 
extremely fast cycles to meet consumers’ unsustainable desires through planned 
obsolescence, based on low quality, short-term use and the frequent replacement of 
items. Fletcher (2008:173–174) suggests that buying garments for quality and 
longevity promotes slower production, thereby lowering both the carbon footprint and 
unsustainability, which is in line with the slow fashion approach to sustainability. 
2.4.1.3 Diversity of product 
Fletcher (2008:186) argues that the fast fashion system is characterised by producing 
‘formula’ fashion and ‘formula’ experiences, which ultimately stifles and limits a 
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consumer’s range of choice. Arguably, formula fashion might be easier to 
manufacture, however, in the pursuit to produce standardised and cheap-to-
manufacture items to be able to compete in a competitive global market, consumer 
choice is diminished. 
McGrath (2012:18) and Bly et al. (2015:129) agree that homogenisation of product 
has resulted in a passive and deskilled consumer who is “confined to a fashion system 
that impairs the authentic, lasting satisfaction that fashion clothing can provide”. 
Fletcher (2008:120) adds that the ongoing search for the next new item leaves 
consumers dissatisfied and disempowered, as their psychological needs are not being 
satisfied. By undermining consumer choices and pacifying them, these ‘herd’-like 
consumers follow prescriptive trends within a limited selection of prefabricated and 
homogeneous products, making them feel unrepresented and unseen by the fashion 
system (Fletcher 2008:119). Shah (2014:1) adds that the current fast fashion system 
restricts consumer choice, leaving consumers feeling disempowered. 
Paradoxically, the inexhaustible variety of homogenised products shapes how 
consumers dress and feel, which, in turn, questions how ‘free’ consumer choices really 
are (Fletcher [sa]:2). Shah (2014:3) poses the question: “by wearing mass-produced 
clothes do we become mass produced people?” as clothing manifests both inner and 
outer aspects of the consumer’s identity. Reiley and DeLong (2011:64) and McGrath 
(2012:17) suggest that the ‘sameness’ of mass-produced product hinders consumers’ 
ability to create individualised, unique appearances, and that this sameness stifles 
alternative options and limits the consumers’ creativity and ability to express their 
authentic identity.  
Reiley and DeLong (2011:75) argue that visual identities differ, suggesting that visual 
identity is informed by “motivation, knowledge and lifestyle”, and that there is a notable 
desire for uniqueness, which is often found in rare products such as those procured 
from second-hand stores or independent designers. Furthermore, with the user 
becoming the creator of their own visual narrative, fashion products become a choice 
rather than a mandate, as the wearer constructs a unique appearance from a variety 
of options. In line with the characteristics of slow fashion as an approach to achieving 
sustainability, Fletcher (2008:173) argues that diversity of product, opposition to 
standardisation, promotion of collaboration between the producer and the consumer, 
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as well as protection of cultural identity, are key to achieving longevity and 
sustainability.  
In contrast to the current fast fashion system, which discourages consumers from 
personalising, altering and customising items (Fletcher 2008:187), DIY involves the 
referencing and combination of various styles, cultural influences and globalised 
popular culture in an attempt by the DIYer to convey their own unique identity (Bly et 
al. 2015:126). Further, DIY is considered by Hebdige (1979:100-112), von Busch 
(2008:48) and Luvaas (2012:110-115) as an active, ‘meaning-making’ process, 
whereby the DIYer creates their own meaning through various activities such as 
customisation and making it themselves within the constraints of a homogeneous 
system. 
2.4.1.4 Customisation of product 
Langdown (2014:35) argues that customisation of product through self-production and 
co-design, rather than mindless product consumption, is a way for achieving true 
sustainability, whereby collaboration, design activism and product-use are concerned 
with the common good of humankind. Langdown (2014:36) continues that personal 
fabrication and self-production is a social movement that counters materialism more 
positively and sustainably. McGrath (2012:19) concurs that the role of the consumer 
has changed from being just the consumer, to that of a competent individual who 
actively engages and participates with fashion through making and wearing, not 
merely consuming. 
As recently as two generations ago, and for centuries before that, clothing was made 
and mended by the people that wore it, yet little of that takes place today (von Busch 
2005:[sp]; Fletcher 2008:187). McGrath (2012:18) argues that through mending, 
caring and sewing, the user cherishes the garment for much longer, however, users 
have increasingly implied that they lack self-confidence in their sewing and mending 
abilities, and are thus reluctant to do so. Fletcher (2008:187) describes the current fast 
fashion system as prescriptive, and as a one-way stream between the designer or 
fashion brand and the consumer, with products being designed and presented as 
complete and closed, discouraging consumers from altering or customising products 
in an attempt to make them their own. 
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Langdown (2014:39) suggests that DIYers are concerned with reclaiming fashion and 
youth culture, moving away from the overproduced images presented in fast fashion, 
introducing an alternative and more authentic engagement with the product and 
transferring the ‘power’ from the brand to the wearer and maker. The counter-narrative 
of DIY behaviour enables the wearer to express a unique appearance by combining 
products from a broad range of sources, including vintage stores, consignment shops, 
designer boutiques, mass-produced fashion and cultural costume, to be able to 
customise and create a unique product and experience (Reiley & DeLong 2011:65).  
The second category ‘Identity enhancement’, comprises of motivators that offer 
enhancement of the DIY practitioner’s identity. The four motivators in this category, 
‘empowerment by creating’, ‘fulfilment by creating’, ‘belonging to a community’ and 
‘uniqueness in identity’ will be expanded upon in the following sub-sections. 
2.4.1.5 Empowerment by creating 
Reiley and DeLong (2011:64) argue that a new vision is required for fashion design 
and consumption, one which is transparent, enabling, empowering and embodies 
creative participation between the user and the product.  
The establishment of the Internet, web 2.0 and, more recently, social media has added 
to the increase of collaborative engagement between people with a shared purpose 
(Salvia 2016:24). Fletcher (2008:191–192) suggests open-source fashion, which 
implies moving beyond the world of commerce, allowing creative individuals, creators, 
consumers and designers alike, to all take ownership for creating their own products 
and experiences. Further, open-source communities are characterised as being 
unscripted and improvisational, furnishing themselves with new skills, products, 
relationships and experiences aligning with a slow fashion approach and sustainable 
goals. Open-sourcing is a more inclusive, ecological and engaging model, which 
allows consumers to have a sense of belonging, self-worth and purpose, which stems 
from being part of a collaborative community, where they share ideas, learn from each 
other and teach each other, making them more independent and resilient (Fletcher 
2008:190). Fletcher (2008:191) explains that moving away from a passive state of 
consumption, where the main focus is on ‘having’, to a more engaged state of ‘being’, 
‘doing’ and ‘interacting’, is a shift away from blind consumption towards being an 
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involved and informed consumer, fostering the idea that products are bought not just 
for immediate use but also for future re-use. 
Langdown (2014:35) argues that a slow approach to fashion ‘enables’ the user, 
challenging the existing hierarchies of designer, producer and consumer, providing an 
alternative and satisfying way to engage with products, while fostering new social 
connections with other like-minded individuals. By disrupting these hierarchies, Wolf 
and McQuitty (2011:165) suggest that DIYers add value to the products that they 
produce and consume, because DIY behaviour involves both mental and physical 
engagement in the act of making a ‘new’ product. The active participation in the 
making process allows the DIYer to consume the product both during the making and 
after completion, adding to the functional value of the product, thus fostering a longer-
lasting, empathic connection (Wolf & McQuitty 2011:165).  
2.4.1.6 Fulfilment by creating 
McGrath (2012:20) argues that active involvement in the designing and making of 
clothing allows the wearer to further their knowledge and skills, as well as contributing 
to a type of “cultural capital”. The understanding that fashion products can be satisfying 
beyond the actual wearing of the garment leads to a sustainable interaction with the 
garment (McGrath 2012:20). This form of being, having, doing and interacting 
stimulates the wearer’s involvement to meet their own needs, which is in contrast to 
the current fashion system’s power structures where brands resist input from outside 
(Fletcher 2008:187; McGrath 2012:19). Fletcher (2008:191) continues that product 
engagement puts a stop to the ‘one-way-only’ stream of mass-produced product and 
is seen as a revitalisation of design where the consumer becomes the co-producer or 
even the producer of the product.  
Ehrenfeld (2008:73) argues that by shifting away from consumers being passive, to 
instead being empowered through the making and wearing of a garment, a sense of 
completion and fulfilment arises out of satisfying one’s own needs. Ehrenfeld 
(2008:73) suggests that a sense of authenticity through empowerment comes from 
within and is not always a response to mass consumerism. Similarly, in Wolf and 
McQuitty’s (2011:161) study, DIYers reported having a sense of empowerment and 
fulfilment, which arose from doing something others cannot or do not want to do. The 
	 63	
ability to make something new or different also reflects on the DIYer’s ability and skills 
as a craftsperson, enhancing psychological aspects such as pride and personal value. 
Von Busch (2008:51-57) describes DIY activities as a process of challenging and 
contesting the passive logic of mass consumerism to cultivate a hands-on and active 
engagement with products to enable a more meaningful sense of self-determination 
and self-reflection. Fletcher (2008:125) argues that by valuing the process of making 
and partaking while having social integrity, real advances could be made in creating 
products of true beauty and greatness. 
2.4.1.7 Belonging to a community 
There is a great disconnect within consumer-product relationships, where most 
consumers cannot remember where they purchased an item, not to mention the fact 
that most of the products being bought cannot be traced back to the source due to the 
non-transparent globalised production system (Fletcher 2008:141; Bly et al. 
2015:131). Bly et al. (2015:131) continue to argue that the dislocation from the source 
is problematic as there is no conscious awareness by the user of the community that 
grew the fibre or made the fabric, or of the labourer who produced the garment. Clark 
(2008:440) argues that the current fast fashion system uses the dislocation and 
disconnection as a ‘smokescreen’ for hiding unsustainable practices such as the 
sourcing of raw materials, production processes, unethical work conditions and the 
undisclosed distances that garments travel during the distribution of the product.  
‘Thinking global and acting local’ has become a popular slogan within suggested 
approaches to sustainability (Clark 2008:435). Hall (1992:340) argues that ‘local’ could 
be considered as resistance towards a mass-produced ‘global’ culture, whereby the 
user is no longer passive, but rather takes global responsibility in redefining the 
relationship between local and global. Shah (2014:5) suggests the construct of 
‘glocalisation’ as an approach to consumption, emphasising the integrity of the 
product, which is linked to the social, political and cultural values of the producer. 9 
Further, by establishing an empathic connection between the user and the product, 
the value of and attachment to the product is increased. This kind of approach could 
	
9 Shah (2014:5) defines the concept of ‘glocalisation’ as the local interpretation and appropriation of 
global products on a localised level. 
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suggest a significant shift towards reducing fast consumption, as quality is valued 
more highly than quantity. Clark (2008:435) continues the argument by stating that 
localised production of smaller independent designers allows for more transparency 
within the production processes and the creative development of the end product with 
the user. Fletcher (2008:141) agrees that localisation holds an excellent opportunity 
for designing smaller collections, which are distinctive to the community, by using 
textiles and skills which are on hand, unlike the current fashion system. Manzini 
(2008:81) concurs and states: 
“As a matter of fact what we see are creative communities and cooperative networks 
which invent unprecedented cultural activities, forms of organisation and economic 
models that are the point of intersection of two complementary strategies: a balanced 
interaction between the local and the global dimensions, on the one hand, and a 
sustainable enhancement of local (physical and socio-cultural) sources on the other”. 
The current fast fashion system is in complete contrast to that of the recent past where 
consumption was much slower and localised, and consumers came face-to-face with 
the producer of the garment (Bly et al. 2015:131). McGrath (2012:19) suggests that a 
greater sense of sustainability could be achieved through smaller, localised design 
practices, which are more flexible, and have the capability to produce garments which 
are personalised and specific to the wearer. Furthermore, this would allow for the 
maker and the user to create the garment together, whereby the wearer becomes the 
inspiration for the design, fostering a more connected and active user-product 
relationship (McGrath 2012:19). Payne (2011:10) also suggests that locality and 
physical closeness to design process allows the designer and user to have a greater 
connection and appreciation of the product. Also, localised products represent the 
authenticity of a community and a sense of belonging between the consumer and the 
maker (Fletcher 2008:144). 
Bly et al. (2015:127) argue that there is a notable resistance towards large, 
homogeneous fast fashion brands, and that consumers prefer the more authentic 
nature of smaller, local businesses. They add that globalised production further elicits 
fragmentation and disconnect between the product and the user. Ehrenfeld (2008:132) 
argues that sustainable consumption pioneers in his study seem to have adapted the 
approach to sustainable consumption behaviour by seeing it as a resistance towards 
mass consumerism in favour of alternative choices such as second-hand shopping or 
buying garments from smaller, local designers. 
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2.4.1.8 Uniqueness in identity 
Shah (2014:2) states that “we are living in an age of liquid modernity”, where identity 
is no longer fixed to a stereotype, and that identity formation has moved beyond 
preconceived ideas of gender, race and class so that alternative visual representations 
of self exist. Furthermore, there is a shift away from hegemonic ideas of dress and the 
restrictive forces of the fast fashion system with its capitalist views towards a more 
liberating and meaningful engagement with products that have true meaning to the 
wearer. Beyond this, the ideals of non-conformity and fluidity according to Shah 
(2014:2) contribute to the discussion of “western vs non-western, traditional vs 
modern, hegemonic vs non-hegemonic dress” which could inspire the fashion industry 
to change to something that is more fluid. 
Reiley and DeLong (2011:65,79) refer to the twenty first century as a “new age of 
aesthetic” where there is no longer a “one best way”, but rather a “my way, for today”, 
and that through combining different styles, which were sourced from many different 
places, the wearer is able to create something ‘new’ and authentic. Fletcher 
(2008:130) agrees that there is a move towards a more informed way of living, 
whereby the typical constructs of identity have changed significantly. Consumers no 
longer feel compelled to do what has been done before, and the approach is eclectic, 
mixing and matching second-hand, couture and craft products with conventional 
pieces to create a new outfit.  
McGrath (2012:19) argues that the achievement of true sustainability would require 
addressing not just the physical qualities of a garment, but also the emotional and 
expressive qualities that clothing can provide. McDonagh and Thomas (2010:[sp]) also 
suggest that the user-product connection is at a much deeper level, aiding the user in 
constructing and communicating a visual identity. Fletcher (2012:229) argues that 
fashion can elicit an emotional response within users, by evoking a unique grouping 
of previous experiences which are particular to the user, such as cultural beliefs, 
nostalgia and life journeys. However, fashion brands cannot design the experiences 
for the user; brands can merely create the environment that might lead to an intended 
experience. Ultimately the DIYer creates their own experiences through their own 
interpretation and their representation of the self. 
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Von Busch (2008:48) argues that DIY goes beyond the hands-on activities of making, 
repairing and saving things, suggesting that DIY is not just a process of self-
production. The motivation behind DIY is a way of being in this world, where the DIYer 
is more knowledgeable, responsible, independent, empowered and empathically 
connected to the product, the making process, the maker and other like-minded 
individuals. Furthermore, the motivation for DIY suggests that DIY as a sustainable 
approach to a design praxis aligns to the DSP as a whole, rather than just to one of 
the sublevels. 
2.5 CONCLUSION 
Fletcher (2012:110-112) suggests that revising the fashion system based on locality, 
rejecting the impersonal and anonymous transactions associated with ‘fast fashion’, 
having an empathic understanding and knowing where the product comes from and 
how it was made, constitute a move towards a more sustainable lifestyle. Furthermore, 
this approach to consumer engagement could reduce the quantitative demand for 
clothing items in the current ‘fast fashion’ system (Peters [sa]:[sp]; Dorst 2008:7; 
Fletcher 2012:[sp]; Fletcher & Grose 2012:132-135; McGrath 2012:1-24). 
To instil sustainability as a lifestyle, Bramford (2011:40) and Kiem (2011:38) argue 
that it is essential to produce minimally and consume fully. This view of Bramford 
(2011) and Kiem (2011) is in complete contrast to the current system, which has no 
value for labour or craftsmanship and is primarily concerned with manufacturing 
products that are not intended to last from the beginning. Peters ([sa]:[sp]) suggests 
that exchange, collaboration and interaction between the maker and consumer 
beyond the purchase are central to the ideals of the ‘Slow Fashion’ movement. 
Although money is still being exchanged, slowness provides for a different kind of 
transaction to take place, where there is the possibility for changing consumption 
behaviour towards a more empathic connection, which is driven by human interaction 
and not mindless consumption (Peters [sa]:[sp]). 
Sanders and Stappers (2012:17) note that there is a change manifesting where 
business and design intersect, where everyday people are seeking active participation 
in creating new artefacts. Sanders and Stappers (2012:17) continue that the growth of 
DIY behaviour is a reliable indicator that people are searching for new ways to express 
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their creativity differently. It is also suggested that by placing emphasis on the non-
monetary value of clothes, in other words, by engendering an understanding of 
craftsmanship and design, consumption would decrease, and the wearer would 
become an active participant in their authentic narrative, which, in turn, could 
contribute towards sustainability (Fletcher 2008:162-175; Fletcher 2012:[sp]; Fletcher 
& Grose 2012:85-88). However, Jenkins and Hilimire (2015:8-9) state that although 
DIY practices have primarily been made on a personal scale, there is a growing trend 
in small businesses towards reconfiguring and reassembling discarded materials, 
using what is at hand to create new products. Wolf and McQuitty (2011:166) suggest 
that further studies should be conducted around DIY behaviours to develop the 
discourse around how DIY behaviours affect consumption behaviour due to variables 
such as consumer engagement, demographics, psychographics and personal values.  
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CHAPTER THREE – RESEARCH DESIGN AND METHODOLOGY 
 
3.1 INTRODUCTION 
The previous chapter positioned sustainability as a global phenomenon, providing an 
overview of the current fast fashion system and describing slow fashion as a 
sustainable approach. Armstrong and LeHew’s (2011) DSP was explored, as was 
Smal’s (2016) recommendation that the foundation for sustainability stems from 
conscious awareness by the producer and the consumer. Furthermore, a background 
on DIY was presented, and Wolf and McQuitty’s (2011) DIY Motivator Framework was 
discussed to develop the theoretical framework of this study. The purpose of this 
chapter is to unpack the research approach, research design and methodology. 
The theoretical framework (as illustrated in Appendix D), which guides the research, 
combines the suggested sustainable interventions within the four levels of the 
Armstrong and LeHew (2011) paradigm, Smal’s (2016) view that consciousness forms 
the foundation for sustainable interventions, and the eight motivations for partaking in 
DIY as indicated by Wolf and McQuitty (2011). The DIY Motivator Framework 
comprises of two main categories: ‘product and service evaluation’ and ‘identity’ 
enhancement, each further consisting of four motivators, as discussed in section 2.4. 
By locating the design praxis of South African clothing label Superella within the 
developed framework, the research question is answered, and the aims and objectives 
of the study achieved. 
Figure 3.1 below outlines the structure of the chapter. The chapter starts by describing 
the research paradigm and approach to the study, followed by a discussion of a case 
study as an appropriate research design. After that, section 3.4 explains the research 
methodology implemented in the study. Within section 3.4, the elements relating to 
the methodology are presented, including the sample selection process, data 
collection and methods for analysing of the data. Ethical considerations and the quality 
in the research are subsequently discussed in sub-sections 3.4.4 and 3.4.5. 
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Figure 3.1 – Chapter Three Layout 
(developed by the author) 
As illustrated in Figure 3.1 above, section 3.4 discusses the research strategy, aligning 
it to relevant literature, while the applied research strategy used in this study is 
explained in section 3.5 using the same sub-headings from section 3.4 to ensure 
consistency across the two sections. Section 3.5 describes the research methodology 
used in the study, including the sample selection process, data collection and methods 
used for the data analysis. The ethical considerations are discussed in sub-section 
3.5.4, and in sub-section 3.5.5 the quality assurance in this study is presented. 
3.2 RESEARCH PARADIGM AND APPROACH 
This section aims to provide an overview of a qualitative approach within an 
interpretive research paradigm by providing an explanation of how a qualitative 
research approach guided the study.  
Methodological paradigms are more than research methods and techniques, 
especially when the research is conducted in a world of social inquiry. Babbie and 
Mouton (2001:48) argue that the methods used by the researcher vary according to 
the study, the sampling techniques, data collection methods and application thereof. 
How the researcher analyses and interprets the data is dependent on the aims and 
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objectives of the study and the phenomenon which is being investigated (Babbie & 
Mouton 2001:49). Thus, the methodological paradigm includes both the methods and 
techniques of inquiry as well as any assumptions made by the researcher (Babbie & 
Mouton 2001:48-49).  
There are many different philosophical approaches to qualitative research and very 
little agreement amongst academic theorists on the definition of and approach to 
qualitative research (Merriam 2009:8). Merriam (2009) adds that some theorists refer 
to qualitative research as an ‘approach’, based on “traditions and theoretical 
underpinnings (Bogdan & Biklen 2007), theoretical traditions and orientations (Patton 
2002), theoretical paradigms (Denzin & Lincoln 2000), worldviews (Cresswell 2007), 
or epistemology and theoretical perspectives (Crotty 1998)”. Merriam (2009:8) 
suggests that a qualitative researcher should instead make sense of their 
understanding of the underlying philosophical approach, and how the approach guides 
the study.  
Qualitative research is primarily concerned with describing a phenomenon in its 
natural environment through “understanding how people interpret their personal 
experiences, how they construct their worlds, and what meaning they attribute to these 
experiences” (Merriam 2009:5). A phenomenological paradigm is based on 
understanding human consciousness; it is the study and understanding of human 
consciousness, thoughts and actions within greater society by exploring and 
distinguishing the differences between people and society (Babbie & Mouton 
2001:28). As argued by Stake (1995:8), in qualitative research, the interpretation is 
not that of the researcher, but rather the researcher’s understanding of the case within 
a phenomenon. Qualitative research does not stem from an existing hypothesis or 
theory, but begins instead with the researcher being immersed in the natural 
environment of a study (Babbie & Mouton 2001:273). Babbie and Mouton (2001:273) 
explain that through the observation of the study in its natural environment, the 
researcher will slowly begin to build constructs, which will formulate the hypothesis 
and ultimately contribute to new theory being built. 
Qualitative research moves away from explaining cause and effect and embodies a 
holistic approach, where there is an interpersonal relationship between the researcher 
and the case (Stake 1995:43). This existential and constructivist approach allows for 
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a deeper comprehension of the phenomena embedded in situations through complex 
relationships between human and society (Stake 1995:43).10 11 Babbie and Mouton 
(2001:53) suggest that the departure point for qualitative research is an insider 
perspective of human action and the aim is for the study to describe and understand 
human behaviour instead of explaining and predicting it through applying an inductive 
analytical approach. Babbie and Mouton (2001:309) argue further that qualitative 
research is especially appropriate for research where the researcher wants to gain 
knowledge and understanding of a phenomenon within its natural setting, as opposed 
to a more controlled and artificial environment such as experiments or statistical 
surveys. In qualitative research, gaining knowledge can be achieved through an in-
depth exploration of a specific setting such as, in a case study, the understanding and 
exploring of a particular phenomenon as in a phenomenological study, an investigation 
of history, or an ethnographic approach to understanding cultures or groups (Babbie 
& Mouton 2001:278-279). 
Qualitative research in a case study allows the sample to share how and what they do 
within a natural environment, which, according to Stake (1995:37), would enable the 
researcher to make meaning of what is going on and would allow for rich evidence to 
emerge. Gillham (2000:11) concurs that a qualitative research approach to a case 
study allows the researcher “to get under the skin” and see from the perspective of the 
case what informs their reality, allowing for a deeper understanding of human 
behaviour through thoughts, feelings and actions. Merriam (2009:9) adds that 
qualitative research goes beyond the understanding and explanation of people’s 
perceptions and experiences of their world, and that the interpretation of their 
experiences forms part of their understanding. 
Interpretive research assumes that there are multiple realities within or interpretations 
of a single event or phenomenon and that these realities are socially constructed 
(Merriam 2009:8). Merriam (2009:9) continues that qualitative researchers do not find 
knowledge and answers to questions, but instead construct them through 	
10 Existential phenomenological reseach describes subjective human experience as it reflects the 
values, purposes, ideals, intentions, emotions, and relationships of people, thus is concerned with the 
experiences and actions of the individual (Stake 1995:43). 
11Constructivism is the process of constructing knowledge rather than acquiring it, and the knowledge 
is constructed based on the experiences of the researcher and hypotheses of the environment (Stake 
1995:43). 
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interpretation. Babbie and Mouton (2001:33) argue that to be able to have an 
interpretive understanding of the meaning-making process and the self-description of 
people would require the researcher to select a methodological approach which 
consists of the following: observation, interviewing, qualitative data analysis, 
idiographic descriptions and subjective objectivity.  
In order to answer the research question of the study the researcher needs to know 
what other theorists and researchers have written, but the researcher cannot be sure 
that a given theory or thinking is relevant until it has been tested in the study (Merriam 
2009:2). Gillham (2000:6) suggests that the first step as a naturalistic researcher is to 
review the research question in the context of a study as a means for investigation, 
thereby allowing new evidence to emerge within the phenomenon. Stake (1995:75) 
argues that a naturalistic case researcher who follows a qualitative approach focuses 
on the individual aspects of the case, trying to reconstruct a new and more meaningful 
way to a better understanding of the phenomenon. Babbie and Mouton (2001:271) 
agree and add that the ‘natural’ also refers to the researcher being as unobtrusive as 
possible and allowing the events to unfold in their ‘normal course of events’. 
As this study is primarily concerned with researching and describing the design praxis 
of a single clothing designer in her natural environment, an intrinsic qualitative 
research approach was taken, as the aim of the study was to understand the 
relationship of the designer within a unique phenomenon. 
3.3 RESEARCH DESIGN  
In order to answer the research question, a suitable research design method needed 
to be selected, while following a qualitative research approach within an interpretive 
phenomenological paradigm. The purpose of this chapter is to explain the research 
approach, design and methodology used to plan, structure and execute this study. 
As discussed in the previous section, 3.2, qualitative research is concerned with 
studying human action and behaviour in a natural setting in order to be able to 
understand a unique phenomenon. Yin (2014:27) suggests that the selection of an 
appropriate research design will assist the researcher in gathering evidence, which 
will enable the researcher to answer the research question. The research design 
provides a structure for the research process to ensure that the data which is collected 
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and, ultimately, the interpretation of the findings, relates to the aim of the study. 
According to Babbie and Mouton (2001:278-279), there are three main types of 
qualitative research designs: an ethnographical study (a larger unit of study such as a 
community, cultural group or social environment), a case study (a specific unit of study 
such as a school or a business) and a life history (an individual). Babbie and Mouton 
(2001:278-279) argue that all three of these types of qualitative research designs 
share the same features, except that there are differences in scope and boundaries in 
the samples. 
3.3.1 Case Study Research Strategy 
Case study is a research strategy which involves the investigation of a unit of analysis 
(the case) which could be a program, an event, an activity, a problem, the study of a 
single entity or a phenomenon within its real-life context (Robson 2000:1; Merriam 
2009:46; Yin 2014:18). Stake (1995:3,8) argues that case study research is a process 
of unearthing new knowledge to contribute to a specific discourse where the aim is not 
to gain insight from a generalised perspective, but rather to obtain an in-depth 
understanding of the given phenomenon through the case within a real-life context. A 
case study investigates and studies human activity within the here and now, with the 
intent to understand a particular phenomenon, enabling the researcher to answer a 
specific research question with the aid of a wide range of different evidence that 
emerges within the case (Gillham 2000:1). The context of a case study is referred to 
as a unit, a case or a bounded system,12 which may be defined by a single person, a 
group of individuals or community, a process, an activity, an event, or even a period 
(Gillham 2000:1; Babbie & Mouton 2001:281; Merriam 2009:40; Yin 2014:31).  
Through data collection, using multiple sources of data (for example observations, 
interviews, visual material and documents), and with the analysis of the data, the 
researcher can interpret and report on the case to answer the research question 
successfully (Merriam 2009:40-43). Gillham (2000:20) suggests that the researcher 
should be alert and look out for a variety of different kinds of evidence, such as: what 	
12 A bounded system in case study research is described by Merriam (2009:40-41) as more a choice of 
“what” is being studied rather than a methodological choice. The “what” is a bounded system, a single 
entity, a unit around which there are boundaries. If there is a limit to the data collection possibilities, or 
the number of individuals that can be interviewed, then the research topic is a bounded system. 
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people are saying, doing and making and what documents and records they show. 
Gillham (2000:20) states that gathering multiple sources of data allows for a greater 
variety of evidence to emerge, which can be used to present the narrative of the case 
in a logical, chronological, coherent and rich narrative. 
Merriam (2009:43-44) argues that a case study can be characterised by being either 
a particularistic, a descriptive or a heuristic case. A particularistic case study focuses 
on a particular situation, event or phenomenon, where the case itself is important for 
what it could reveal about the specific phenomenon. A descriptive case study means 
that the result of a case study is rich and has a ‘thick’ description of the particular 
phenomenon that is studied.13 A case study which is characterised by highlighting the 
reader’s understanding of the phenomenon, bringing about new meaning or 
reaffirming known facts, is considered to be a heuristic case study. On the other hand, 
Stake (1995:77) classifies case studies as intrinsic, instrumental or collective. An 
intrinsic case study is often exploratory, and the researcher is guided by the case itself 
rather than theory. In instrumental case study research, the case is less important as 
the main focus is to understand a particular phenomenon. Lastly, a collective case 
study is where multiple cases are explored in a study. The difference between an 
intrinsic and an instrumental case study is not the case being investigated, but rather 
the purpose of the study (Stake 1995:77). 
3.3.2 Intrinsic Case Study Research 
An intrinsic case study focuses on learning more about a unique phenomenon which 
the researcher is investigating, and the uniqueness of the phenomenon could be 
based on unique features or sequences of events (Merriam 2009:48). A case study 
researcher uses the methodology of the case as the primary method for gaining an in-
depth and extensive understanding of the case within the context of the unique 
phenomenon (Merriam 2009:48-49). However, as discussed earlier in sub-section 
3.3.1, the unit of analysis can be subdivided for further investigations to gain a richer 
in-depth understanding of the specific phenomenon, as the primary focus of an 
intrinsic case study is the unit of analysis (Yin 2014:47-48). Stake (1995:36-37) 
	
13Thick description means the complete, literal description of the incident or entity being investigated. 
A thick description is a highly descriptive, detailed presentation of the setting and, in particular, the 
findings of a study (Merriam 2009:43-44, 227). 
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continues that an intrinsic case study is not interested in generalising, but is instead 
concerned in seeking an understanding of how the sample works and what the 
motivations are.  
Case study research allows for rich description and multiple perspectives, as it is 
concerned with obtaining a holistic or comprehensive understanding of the case 
(Stake 1995:43; Merriam 2009:39-43; Yin 2014:6). Stake (1995:63) continues that the 
multiple perspectives in a case study require that the researcher finds ‘good moments’ 
in support of the uniqueness and complexity of the case. The rationale for using 
multiple perspectives on multiple systems, using multiple methods and sources of 
evidence, is based on the idea of replication and convergence to provide a thick 
description of the case, thus increasing the reliability of the study (Babbie & Mouton 
2001:280). Gillham (2000:1-2) concurs that a case study allows for multiple sources 
of evidence to emerge, each with possible strengths and weaknesses, and only once 
the evidence is analysed can sense be made of the findings concerning the study, 
allowing for rich descriptions of the phenomenon. 
As this study is primarily focused on investigating a unique phenomenon within its real-
life context, an intrinsic case study research design was selected. In the next sub-
section, the research techniques pertaining to intrinsic case study research will be 
examined, providing reasoning for the implementation of these techniques. 
3.4 EXPLANATION OF RESEARCH STRATEGY 
In this section, the research strategy is explored by explaining what each element 
needed in a comprehensive research strategy is and how each of these elements is 
applied in this research study. The elements of the research strategy that are explored 
are: selecting a sample, collecting data from multiple sources, considering ethics and 
assuring the quality of the research. Each of the research techniques will be addressed 
individually to provide further understanding and reasoning for implementing them in 
this study. 
3.4.1 Sampling 
As suggested in sub-section 3.3, an intrinsic case study research design should be 
used if the focus of the study is to learn about and investigate a unique phenomenon. 
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Further, it would require that an appropriate sample be selected to answer the 
research question. 
Qualitative case study research requires that a sample should be selected based on 
a set of criteria, which is informed by the research question (Merriam 2009:81). Thus, 
once the case has been identified for investigation, numerous sites of inquiry should 
be established to determine which sample would align best within the case study. 
Merriam (2009:81-82) elaborates that the sample selection would occur at the case 
level, and is then followed by selecting a sample within the case. Yin (2014:42,92) 
suggests that once the initial screening process has been completed, the researcher 
can decide on the sample size based on viability, as the case study sample size can 
either be focused on one case or on multiple cases which are being compared to each 
other. Yin (2014:91) also argues that using the theoretical framework of the study as 
criteria for selecting the sample can produce the best results. Thus, the research 
question and the aim of the study leads to forms of non-probability sampling, which in 
turn determines the location and individuals who will be observed or interviewed as 
well as the time frame within which the study will be conducted (Merriam 2009:82). 
Babbie and Mouton (2001:287) argue that, generally, there are two types of sampling 
in interpretive research. Firstly, the criteria of the sample are determined by the study, 
whereby the researcher could use either a funnel-down approach within a set field to 
be able to end with a focused sample size, which is manageable and fits into the time 
frame and allocated resources. Alternatively, the researcher could use the theoretical 
positioning of the study as the criterion for selecting the sample. Merriam (2009:83) 
also suggests that the researcher uses the theoretical framework of the study and the 
research question as the underlying structure upon which all aspects of the study are 
based. 
Sample screening and selection of the sample thus constitute a purposive process, as 
selecting the most suitable participant for the study will yield the best results within the 
study. Purposive sampling is a sampling method based on the researcher’s knowledge 
of the population, the study’s purpose and the research aims (de Vos, Strydom, 
Fouché & Delport 2003:207). Merriam (2009:47,77) agrees that if the case requires 
the researcher to discover, understand and gain insight into a specific phenomenon 
purposive sampling should be used, as the researcher will learn the most. Further, 
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Babbie and Mouton (2001:166) recommend that if the research study is concerned 
with a single case within a unique phenomenon non-probability sampling should be 
used, as the probability of the study cannot be determined when it is a single case 
study. 
3.4.2 Data Collection 
After selecting the sample based on the set criteria as determined by the researcher, 
the data needs to be collected for analysis. In this sub-section, the data collection 
process, consisting of semi-structured in-depth interviews, archival content, field notes 
and participation, will be explained. Furthermore, the data capturing and transcription 
process will be discussed, and how these processes were applied to meet the aim and 
objectives of the study. Merriam (2009:85) argues that to be able to address the 
‘problem’ of the study and to answer the research question, the information gathered 
by the researcher needs to be collated, analysed and interpreted. 
Case study research has the strength and unique ability to incorporate a variety of 
evidence, as discussed in sub-section 3.3.1. Through using the theoretical framework, 
the problem, the sample and the purpose of the study as a guide, the researcher can 
determine which data collection techniques to use and what would be considered 
relevant ‘data’ (Merriam 2009:86). Within qualitative case study research there are 
three main ways of collecting data: interviewing, observations, including field notes, 
and, lastly, archival content and documents (Merriam 2009:86).  
3.4.2.1 Interviewing 
In qualitative research, most, and sometimes all, forms of data are collected through 
interviews. Gillham (2000:62) suggests that interviews are used when the study is 
concerned with: a small number of people; the people are accessible; the people are 
vital to the study; the questions are ‘open’ and might require prompts and probes to 
clarify answers; and, lastly, if the material is sensitive in character, so trust is involved. 
Interviewing is the process whereby the researcher engages in a conversation with 
the participant to gain information about which the participant is knowledgeable 
(Merriam 2009:87). Interviews are considered by Yin (2014:108) to be a vital source 
of inquiry when conducting case study research as interviews usually deal with 
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humans’ behaviour in their natural environment. Babbie and Mouton (2001:289) 
suggest that the researcher has a general plan of inquiry, however, the interview 
questions should not be a set list of questions that have to be asked in a particular 
order. 
Following an organic and naturalistic approach to interviews allows for data to be 
shared naturally and conversationally without putting the sample under pressure and 
also avoids any bias-induced responses by the researcher (Babbie & Mouton 
2001:289). Furthermore, interviews allow the researcher to gain access to information 
which would not have been reachable if an interview had not been conducted (Merriam 
2009:87). Stake (1995:64) agrees that what cannot be observed by the researcher 
has been observed by others, and that is where interviewing becomes a critical data 
collection method for the researcher, as the researcher will obtain descriptions and 
interpretations from multi-viewpoints.  
According to Merriam (2009:89), there are three types of interviews: unstructured or 
informal, semi-structured, and structured or standardised, each with its own distinct 
positives and negatives. Gillham (2000:59-60) further divides the three main types of 
interviews into seven sub-categories, as illustrated in Table 3.1 below. 
Table 3.1 – Types of Interviews 
(developed by the author, based on Gillham, 2000) 
Unstructured/ Informal Semi-Structured Structured/ Standardised 
Listening  Conversation Open-ended Semi-Structured Semi-Structured 
Questionnaire  
Recording 
Schedule 
Structured 
Questionnaire 
Listening to 
conversations 
Questions in a 
natural 
conversation  
Key research 
questions which 
are open-ended 
Interviews which 
have closed and 
open questions 
Multiple-choice 
and open 
questionnaires 
Verbally asked 
and recorded 
questionnaires 
Structured and 
closed questions 
Gillham (2000:65) argues that semi-structured interviews are the most essential form 
interviewing, as they provide the most abundant source of data to a researcher. Semi-
structured interviews are naturalistic as they are open-ended and flexible, yet there is 
a clear structure (interview guide) and direction in which the researcher leads the 
interviewee to enable them to answer the research question successfully. Stake 
(1995:64) agrees that a clear structure needs to be in place to aid the researcher to 
remain on course with the study, suggesting that the researcher shares an abbreviated 
list of the questions with the interviewee to grant the interviewee to an overview of the 
issue being interrogated. 
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To avoid wasting time during the interview or during the data analysis, Gillham 
(2000:66-67) suggests that the critical research topics should be identified, the 
interview questions should be framed and open-ended, and a clear decision should 
be made on prompts and probes beforehand to ensure that the interview remains in 
line with the objectives of the study.14 15 Stake (1995:65) also recommends that probes 
and prompts be determined beforehand to be able to evoke responses from the 
interviewee. Babbie and Mouton (2001:289) concur that probes are exceptionally 
useful to gain a more in-depth view without biasing responses from the interviewee. 
Merriam (2009:102-103) recommends that the researcher should draft an interview 
guide, listing the questions that the researcher intends to ask, according to how 
structured (very precise list of questions) or unstructured (list of topic areas to be 
explored) the interview is. The purpose of a case study research interview is not to get 
closed ‘yes’ or ‘no’ answers, but rather descriptions, possible links and explanations 
(Stake 1995:65). It is suggested by Babbie and Mouton (2001:290) that the researcher 
reflects daily, post-interview, on what transpired and emerged, paying attention to any 
questions which were not asked or answered, or any subtle nuances that the 
interviewee might have made during the interview. These reflections are especially 
useful in preparing for the next interview and will form part of the audit trail. 
The use of an audio recording device is suggested by Merriam (2009:109) and Yin 
(2014:110) when conducting semi-structured or structured interviews. Gillham 
(2000:69) also recommends that a researcher use a recording device when 
conducting interviews, as it is impossible for the researcher to account for all of the 
data being shared. Furthermore, there is a possibility of data being lost with shorthand 
notation, and it is difficult for the researcher to decide on the spot which information is 
essential and which is not. Gillham (2000:69) continues that notation of any nature will 
distract the researcher from the interview, which could interrupt the flow thereof. 
Further, writing notes could also be distracting to the interviewee, as they might pause 
or delay answering to allow the researcher to complete a note, whereas the 
interviewee usually forgets about a recording device. Recording of the interviews 
	
14 Prompts are short statements to remind the interviewee of a particular topic which is relevant to the 
study (Gillham 2000:67-69). 
15 Probes are short statements by the researcher, asking the interviewee to explain or expand further 
on a specific statement (Gillham 2000:67-69; Merriam 2009:100). 
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would enable the researcher to revisit the data several times afterwards, enabling 
more discerning usage of the data (Yin 2014:110). 
In addition to recording the interview, Merriam (2009:114) suggests that the 
researcher pays close attention to possible factors that might influence the 
interviewee’s responses, such as mood, ulterior motives and health. These nuances 
could emerge out of the interview and form an integral part of it, aiding the researcher 
in understanding the interviewee’s perception of a phenomenon at a specific point in 
time. Stake (1995:66) agrees that having the exact words of the interviewee is less 
important than determining what was meant by the interviewee. The personal 
perspectives of the interviewee are what the qualitative researchers are looking for, 
however, these should be considered in light of other forms of data (Merriam 
2009:114). 
Interviews which have been transcribed verbatim provide the richest data in a case 
study analysis (Merriam 2009:110). Transcribing an interview verbatim is extremely 
time consuming, and the transcription process should be considered in the research 
timeline. Using a transcriber is an option to save time, but it can become very costly, 
and there is the possibility that the transcriber might not be familiar with industry 
terminology. Furthermore, not having been in the interview, some underlying nuances 
might be missed by the transcriber, whereas if the researcher does the transcribing 
themselves, the subtleties and intent of the interviewee will be noted (Merriam: 
2009:110). 
3.4.2.2 Observations 
Observations in qualitative case study research are an integral part of the data 
collection process, as observations allow the researcher to have a first-hand 
encounter and understanding of the particular phenomenon. Furthermore, during the 
data analysis phase, observations enable the researcher to triangulate the emerging 
findings (Merriam 2009:119,136).  
Merriam (2009:117) notes that observations are often interwoven with informal 
interviews and conversations, which require the researcher to be systematic in what 
is being observed, remaining focused on answering the research question. According 
to Babbie and Mouton (2001:293), there are two types of observations in qualitative 
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research: simple observation, where the researcher remains neutral and is just the 
observer in the environment, and, secondly, participant observation, where the 
researcher partakes in general activities and duties. Merriam (2009:136) argues that 
for the researcher to gain a deeper understanding of the phenomenon requires that 
they be absorbed in the environment, program, institution or specific project. Merriam 
(2009:136) continues that participant observation, whereby the researcher partakes in 
general activities, specifically allows the researcher to observe the inner-workings, 
behaviours and activities within the case in greater detail. 
Stake (1995:60) suggests that the research question and ‘problem’ that is being 
studied form the foundation for the observations to ensure that they remain applicable 
to the case. However, having an open mind and observing multiple scenarios within 
the case allows the researcher to become better acquainted and increases the depth 
of understanding of the case and ‘problem’ (Stake 1995:61). Merriam (2009:119) 
agrees that the researcher should be alert to any possible ‘things’, as these ‘things’ 
might lead to a richer understanding of the case. Furthermore, these nuances might 
have become so ingrained and routine to the sample that they would not necessarily 
come up in an interview. Stake (1995:62) agrees that the researcher should remain 
attentive to any possible leads or links, however, Stake (1995) also warns that 
interpreting any events during the observation stage might influence the outcome of 
the analysis and suggests that any interpretation should be left until after the 
observation has taken place. 
It is not possible for the researcher to observe every little detail; the observations only 
represent a sample of what was observed, and the intent is not to document every 
single action or observation (Babbie & Mouton 2001:294). Merriam (2009:120) 
proposes that the researcher draws up a checklist, in line with the aims and objectives 
of the study, and uses it as a guide to remain focused. Merriam (2009:121) suggests 
further that the researcher takes notes of the environment, the participants and any 
activities, interactions and conversations. Further, noting subtle factors such as 
unplanned activities, tone and connotations in words and non-verbal communication 
could aid in understanding the case holistically. Babbie and Mouton (2001:294) also 
suggest that the researcher keeps detailed notes of what is being observed, noting 
what happened (factual observation) and what the researcher thought might have 
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occurred (reflection on observation). Reflections aid the researcher to reconsider if 
more focus or less focus should be placed on a specific area or activity for future 
observations (Babbie & Mouton 2001:290). These notes, both factual and reflective, 
will become the ‘observer comments’ and can provide valuable data for interpretation 
during analysis and reporting of the findings (Stake 1995:62; Merriam 2009:122). 
The researcher is just as much a part of the environment as is the sample, and 
Merriam (2009:121) suggests that the researcher pays close attention to their own role 
and how the sample interacts with them, and notes these reflections. Stake (1995:62) 
also suggests that the researcher keeps detailed records, noting any considerations 
of the observed events. Stake (1995:63) indicates that to be able to develop a second-
hand experience and allow the reader a visual sense of the environment, the 
researcher should find a delicate balance between describing the uniqueness and the 
mundaneness of the physical environment. However, the physical environment is 
fundamental to understanding the sample in a holistic context, not just for the 
researcher, but also for the reader (Stake 1995:63). 
Observing the sample while participating in an activity or task allows the researcher to 
become familiar with the subject at a much deeper level, being able to see aspects 
which might have gone unnoticed during interviews. Being embedded in the 
environment, the researcher can observe the actions and activities of the participants 
being studied, which, according to Babbie and Mouton (2001:295), is more telling than 
verbal accounts of events which come up in interviews. The participant observer gains 
knowledge by taking on the role of the subject which is being observed, allowing the 
researcher to re-create their own interpretations and experiences, which allows for a 
much richer understanding of the case (Babbie & Mouton 2001:57). 
3.4.2.3 Archival content  
In case study research all forms of evidence, not just interviewing and observation, 
have the potential of contributing to a richer understanding of the case and aiding in 
answering the research question. Stake (1995:68) argues that most qualitative case 
study research involves the examining of archival content and documents such as 
newspaper clippings, photos, reports and planning documentation. Archival content 
and documents of all natures can assist the researcher in uncovering meaning, 
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furthering understanding and gaining insight into the phenomenon which is being 
studied (Merriam 2009:163). Another benefit of using archival documents is that it is 
less intrusive; documents are not bounded by time and are not dependent on human 
beings, thus making them ‘ready-made’ sources of data for the researcher (Merriam 
2009:139). 
Merriam (2009:139) continues that there are multiple types of documents which can 
be used as data in a qualitative case study. In Table 3.2 below, an abbreviated version 
of Merriam’s (2009:140-147) in-depth discussion on the various types of archival 
documents is presented. It is noted by Merriam (2009:140) that the researcher should 
be discerning in choosing which documents are appropriate to the study and that the 
selected documents must aid in answering the research question. 
Table 3.2 – Types of Archival Content 
(developed by the author, based on Merriam, 2009) 
Type Description Example 
Public Records Public records are official documentation which is in the public 
domain (Merriam 2009:140) 
Tax documents, company registration, reports 
and company listing 
Personal 
Documents 
Personal documents are documents which describe persons’ 
actions, experiences and beliefs (Merriam 2009:142) 
Notebooks and journals 
Popular 
Culture 
Documents 
Popular culture documents are documents created by society 
at large and are designed to entertain and inform the public 
(Merriam 2009:143) 
Television, film, radio, newspapers, magazines, 
photography, cartoons, as well as other social 
media and digital content 
Visual 
Documents 
Visual documents can be found across the other document 
types, but they are in a visual format (Merriam 2009:144) 
Photography, film and video 
Physical 
Artefacts 
Physical artefacts are objects which can be found within the 
case study setting (Merriam 2009:146) 
Products, retail space, planning documentation, 
publications and personal library 
Visual elements within the final report of the findings are powerful and could add to 
the richness and dimension of the study (Gillham 2000:89). Visual elements would 
further enable the reader to ‘see’ the data visually and cognitively, allowing the reader 
to make sense of the study more holistically. Furthermore, the inclusion of visual 
elements could also assist in successfully illustrating the activities of making and 
creating by the participant. More specifically in the context of design studies, Gillham 
(2000:90) argues that the process of manufacturing by the designer is rooted in what 
the designer does, and visual imagery is just as much part of the chain of evidence as 
is data from interviews. However, the placement of these illustrations, images and 
examples in the research findings needs to be both relevant and used sparingly, as 
the text will become segmented and thus might be challenging to read. 
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3.4.3 Data Analysis Strategy 
Collected data such as in-depth, semi-structured interviews, archival content, 
observations and field notes are all raw forms of data, which needs to be organised 
so that the researcher can interpret the data and report on the findings. This sub-
section will explore the qualitative data analysis approach used in this study. 
In qualitative research the data is gathered and impressions and observations are 
noted. Thereafter the researcher can start taking the data apart to be able to make 
sense and give ‘new’ meaning to the separate parts in order to assist in answering the 
research question (Stake 1995:71; Yin 2014:126). Merriam (2009:176) concurs that 
data analysis is the process of making sense and meaning out of the gathered data 
by consolidating, reducing and finally interpreting what the participant said or has 
done. Merriam (2009:178) continues that data analysis starts the moment the 
researcher decides to research a specific phenomenon, poses the research question 
and selects the sample. However, most of the data analysis will only happen once all 
of the data has been gathered, and findings can be validated, revised and 
reconsidered (Merriam 2009:178). 
The analytical strategy of making sense of the data is determined by the nature of the 
case and the research question (Stake 1995:77). Gillham (2000:20-22) suggests that 
a case study database or a research log should be maintained by sorting the different 
kinds of evidence into sub-categories. Working with multiple sources of evidence, such 
as documents, records, interviews, detached observation, participant observation and 
physical artefacts, can become very untidy and sometimes overwhelming for the 
researcher (Gillham 2000:20-22). The research log, which is also referred to as the 
‘audit trail’, becomes a fundamental part of the data and is used as a guide for the 
researcher to take stock and note any developments in the case (Gillham 2000:24; 
Yin 2014:109). The organisation of data can be done by hand (analogue) or by utilising 
computer programs (digital) designed for qualitative research or by combining both 
analogue and digital systems to keep track of the data (Merriam 2009:175). 
In an intrinsic case study, the primary focus is to gain a more in-depth understanding 
of the case. There are two ways the case study researcher can argue the case to 
reach new meaning: either through direct interpretation of the individual aspects, or by 
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forming units of data by grouping aspects into categories (Stake 1995:74). Merriam 
(2009:178-179) suggests that the researcher should code each piece of data, warning 
the researcher to be open-minded and expansive to the data that arise, noting 
segments which could either be meaningful or potentially meaningful in answering the 
research question. 
Having a deeper understanding of the case allows the researcher to formulate 
categories in the data, probing issues and ‘testing’ relationships between each other 
(Stake 1995:77). However, spending too much time on the categorisation of the data 
could distract the researcher from the various levels of connection and contexts that 
might exist in the case, and time should instead be spent on the direct interpretations 
(Stake 1995:77). Merriam (2009:177) adds that the units of data should be descriptive, 
describing a particular incident, and can be as simple as a single statement or as large 
as an amalgamation of several pages of field notes. 
The units of data will form the base of the researcher’s meaning-making process, 
whereby the researcher will set out to compare one unit with the other (Merriam 
2009:177). Merriam (2009:177) continues that the method of comparison will allow the 
researcher to begin to differentiate more clearly between the categories and the 
reasoning for allocating the units of data into one category or another. Significant 
meaning could be found in a single instance, however, the insightful evidence emerges 
out of themes reappearing over and over (Stake 1995:78). These reappearing themes 
are classified as ‘patterns’, which often derive from the research question. The search 
for understanding and meaning within the case is dependent on the reappearance of 
similar themes. As discussed in sub-section 3.3.1, a case study researcher aims to 
understand people, their behaviours and issues in context of a phenomenon. By 
aggregating the themes and identifying the patterns, the researcher can develop a 
template for analysis to gain further understanding of the case. 
Merriam (2009:185-186) suggests that the categories should be “responsive to the 
purpose of the research” by addressing the research question; they should be relevant 
and exhaustive in nature. Each category should be mutually exclusive and only fit into 
one category or sub-category, with the title of the category being descriptive and 
sensitising. Finally, the same level of abstraction should apply to all of the categories 
to ensure that they remain conceptually congruent. 
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The data analysis in this study follows the views of Stake (1995:71), Merriam 
(2009:126) and Yin (2014:126) by gathering and observing, examining and 
categorising the data in an orderly manner to interpret the findings and to answer the 
research question. 
3.4.3.1 Interviews 
Once the interview data have been collected, collated and transcribed, Merriam 
(2009:178) suggests that the researcher reads the transcript of the first interview and 
the first document that was collected, making notes and looking for interesting, 
potentially relevant and vital data to begin defining the categories. Gillham (2000:71) 
agrees and suggests that the researcher pays close attention to anything that catches 
their eye, ignoring repetitions, any digression from the interview guide, or obviously 
irrelevant material. This is followed by moving on to the next set of data, applying the 
same process of reading, looking and aligning to the preliminary list of categories 
(Merriam 2009:180). 
Gillham (2000:73) continues that each substantial statement should be rechecked to 
make sure that the statement matches a category. During the revision process, the 
researcher should note any possible ‘query’ or ‘unclassified’ statements that do not fit 
into a category. At this point, each unit of data or substantive statement has been 
assigned to a category and can be entered into an analysis grid, as illustrated in Table 
3.3 below. 
Table 3.3 – Data Analysis Grid 
(developed by the author, based on Gillham, 2000)  
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After assigning the data to the categories, a list of concepts or themes will emerge 
from the data, outlining any recurring patterns (Merriam 2009:181). Following the 
allocation of the data to categories and them being entered into the data analysis grid, 
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the researcher can begin to combine or split the categories and even create new ones 
(Gillham 2000:71-72). Gillham (2000:75) continues to argue that sorting the data in 
this way will assist the researcher in writing up the findings in a systematic manner. 
3.4.3.2 Observations 
The researcher’s stance in a case study varies from that of a complete observer to 
being an integral part of a project or ‘team’. In sub-section 3.4.2.2 it was discussed 
that the researcher needs to make sure that all observations remain applicable to the 
case that is being studied. 
As discussed, the case study researcher can take several different stances in 
conducting observations, from being a key member of the group and participating in 
the daily activities or a specific project, to being a ‘fly on the wall’, where there is no or 
limited interaction between the researcher and the sample. Each stance has its own 
advantages and drawbacks, however, the presence of the researcher in the 
environment will affect the interactions and behaviours of the sample, and the 
researcher should pay attention to these subtle nuances (Merriam 2009:137). 
As discussed in sub-section 3.4.3.1, Merriam (2009:137) suggests that the same 
analytical strategy used for other forms of data analysis should be applied to the 
analysis of observations, adding to the cohesion of the study. 
3.4.3.3 Archival Content 
As argued by Stake (1995:68) and Merriam (2009:139) and discussed in sub-section 
3.4.2.3, most qualitative case study research involves the exploration of multiple types 
of documents. Documents such as newspaper clippings, photos, reports and planning 
documentation all assist in uncovering meaning and understanding of the 
phenomenon studied, adding to the richness of the study. 
In qualitative research, when doing content analysis, Merriam (2009:152-153) 
suggests that the analysis should be done sequentially, moving from construction of 
the categories to sampling, data collection, data analysis and, finally, the researcher’s 
interpretation. Stake (1995:68) agrees that the same line of thought and research 
strategy that is used for interviewing and observation should be followed when 
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analysing content. He continues that all possible archival content should follow the 
research question and the aims of the study to avoid time being wasted on analysis of 
irrelevant content. 
There are various depths to which the researcher can analyse data in a qualitative 
study. However, Merriam (2009:188) argues that in qualitative research the basic 
principles of organising the data chronologically or thematically, describing the data, 
interpreting the data, developing concepts and finally presenting the findings in a 
narrative that is descriptive of the phenomenon still apply. Merriam (2009:188-190) 
continues that the data from the study might lead to the need for further investigation 
and interpretation, whereby the researcher develops new models or generates theory 
by manipulating the findings and their relationships. As illustrated in Figure 3.2 below, 
the interrelated links between the categories should be considered, as these links 
might lead to the development of a new model or theory, which seeks to explain the 
data’s meaning and phenomena (Merriam 2009:192). 
 
Figure 3.2 – Content Analysis 
(developed by the author, based on Merriam, 2009) 
In summary, data analysis is the meaning-making process where the researcher 
systematically rearranges the gathered data into thematic categories, by interpreting 
the emerging themes and considering the relationships between the themes to create 
meaning, which forms the narrative outlining the findings of the study. 
3.4.4 Ethical considerations 
Ethical considerations were reflected upon throughout the course of this study. This 
sub-section explains the ethical considerations necessary for conducting a study in 
accordance with academic standards as required by the University of Johannesburg, 
South Africa. 
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As discussed in section 3.3, qualitative case study research is characterised by the 
study and investigation of a specific phenomenon in its natural environment, where 
the case was selected because of its uniqueness or unusual nature. Stake (1995:57) 
and Merriam (2009:233) argue that it is the researcher’s responsibility and obligation 
to consider any possible ethical infringements or concerns before commencing with 
the study. Notably, certain matters might be difficult to identify before starting with the 
fieldwork or interviewing processes. Stake (1995:58) and Merriam (2009:230) argue 
that the researcher ought to be aware of some ethical considerations before starting 
the study, such as protecting the participant from harm, the notion of voluntary 
participation and consent and any issues around deception and bias. However, once 
the study commences, the researcher will have to consider and resolve any ethical 
concerns as they arise. 
In a qualitative case study, data gathering is usually conducted in the participant’s 
natural environment. Researching a social phenomenon, especially when conducting 
a case study, can be intrusive to the participant as the researcher will disrupt the 
natural environment and flow (Babbie & Mouton 2001:521). Furthermore, the 
researcher might require the sample to share personal information, business methods 
or process which might be unknown to the general public. As such, the researcher 
should be aware of any possible harm that might be caused to the participant by 
disclosing information that could be embarrassing, endanger them or compromise 
their business (Babbie & Mouton 2001:522; Yin 2014:78). Notably, it is the sole ethical 
responsibility of the researcher to protect the participant from any potential harm. To 
protect the researcher and the participant, it is suggested that written informed consent 
should be obtained from participants, indicating their voluntary willingness to partake 
in the study, before the commencement of any interviews or fieldwork (Stake 1995:57, 
Babbie & Mouton 2001:521; Merriam 2009:161; Yin 2014:78). 
Protecting the privacy, confidentiality and security of the participants involved requires 
that all shared information be handled ethically, so that they will not be discriminated 
against or unwittingly put in any undesirable position as a result of their participation 
(Merriam 2009:162; Yin 2014:78). To be able to safeguard the participant’s well-being, 
possible business interests and shared information, which might be considered 
sensitive, Babbie and Mouton (2001:523) suggest that the researcher protects the 
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identity of the participant. Babbie and Mouton (2001:523) continue that two possible 
techniques can be used for protecting the participant’s identity, namely anonymity and 
confidentiality. Anonymity is defined as when the given response of a participant 
cannot be matched to a particular participant, whereas confidentiality is when the 
identity of the participant is withheld from the public but is known to the researcher 
(Babbie & Mouton 2001:523). Stake (1995:57) and Merriam (2009:161) suggest that 
any expectations or requests for anonymity or confidentiality by the participant should 
be established before starting the observations or interviews. 
As discussed earlier in this section, qualitative case study research is characterised 
by investigating a specific phenomenon in its natural environment. Gaining access to 
the sample’s natural environment is critical in understanding the phenomenon which 
is of concern to the study. As gaining access to the environment is based on the 
grounds that permission will be needed, Stake (1995:57) suggests that a case study 
researcher should start by posing the question ‘Whose space is it?’ By asking this 
question, the researcher is able to determine if permission needs to be obtained from 
a person or persons who might not be the primary participant(s). Furthermore, the 
researcher should also consider: what the nature of the case study is, what the primary 
‘issue’ of the investigation is, how much time would be spent in the space, as well as 
the possible burden or impact that the study might have on the participant and their 
environment. 
As suggested by Stake (1995:58), ethical considerations should be of concern not just 
before and during the research process but perhaps even more so afterwards, during 
the analysis of the data and the reporting of the findings. Babbie and Mouton 
(2001:522) argue that harm to the participant very often happens after the researcher 
has left the interview or observation, when the participant might disagree with the 
reported findings or feel threatened by the way in which the researcher characterised 
the participant in the report. Merriam (2009:233) agrees and warns the researcher to 
be especially aware of ethical considerations during data analysis and the 
presentation of the findings. 
By filtering the data through the theoretical framework, opportunities arise where the 
researcher will omit information which might be considered irrelevant to the study but 
could affect the way the participant is perceived within the study. Merriam 
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(2009:162,233) notes that there are no practical guidelines for managing such 
situations, but suggests that the researcher determines a debriefing strategy whereby 
the participant has the opportunity to comment on or ask questions relating to what is 
being published. 
All research is concerned with producing valid, reliable knowledge in an ethical 
manner. This is especially important in research fields where humans are involved as 
the findings might be applied by other researchers, which could have an impact on 
people’s lives in the future (Merriam 2009:209). 
3.4.5 Assuring quality in research 
To ensure that the study meets the highest standards of research quality, the quality 
in the study should be reflected throughout the research process and not just during 
the conceptualisation phase. This sub-section will consider possible strategies which 
apply to the study.  
All research aims to produce findings which have been conducted ethically and are 
considered to be valid and reliable (Merriam 2009:209). To be able to present accurate 
and reliable conclusions requires that the study be conducted rigorously by carefully 
considering the conceptualisation of the study and the sample by having a clear focus 
on what data will be collected, how it will be collected, the analysis and, finally, how 
the findings will be presented (Merriam 2009:210). 
In most qualitative research where the study is concerned with understanding different 
perceptions, assumptions and behaviours within a phenomenon, Merriam (2009:211), 
as well as Babbie and Mouton (2001:119-123), suggests validity and reliability as 
criteria for measuring the quality of the research. However, validity and reliability 
should be viewed from a perspective which is in line with the philosophical 
underpinnings of the chosen paradigm. Within qualitative research, several ways can 
be used to improve the validity and reliability of the study. Yin (2014:40) suggests that 
in qualitative case study research the researcher should consider the construct 
validity, internal validity, external validity and reliability of the study both before and 
during the study to assess the quality of the research. Merriam (2009:213) suggests 
that the researcher should specifically focus on the internal validity (or credibility), 
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reliability (or consistency) and external validity (or transferability) of the study, and that 
these should be considered throughout the research process. 
Each of the suggested tests, internal validity (or credibility), reliability (or consistency) 
and external validity (or transferability) are discussed further in the next section, by 
considering recommendations as to how to assure the quality of the research. 
3.4.5.1 Internal validity/ Credibility 
Internal validity (or credibility) as an approach to ensuring the quality in qualitative 
research is primarily concerned with the relationship between the findings of the study 
and how these match reality (Merriam 2009:213). The question of what reality is, is 
debated at length within the social research field, however, Merriam (2009:213) draws 
an underlying assumption that reality in qualitative research is “holistic, 
multidimensional and ever-changing”; it is not a singular, fixed phenomenon which is 
observable and measurable as in quantitative research, thus reality cannot be 
captured or pinned down. Validity is also relative to the purposes and circumstances 
of the study, and proving validity is not always possible and thus can only be a goal 
for which to strive (Merriam 2009:214). 
Qualitative research aims to investigate through observation and interviews how a 
selected sample constructs their reality, how they understand their constructed world, 
and how they fit into a given phenomenon (Merriam 2009:214). Especially in 
qualitative research, there are multiple constructions of realities and experiences 
within the same phenomenon (Merriam 2009:214). More important is how the sample 
has made meaning of their constructed realities, as a researcher will never be able to 
understand the absolute truth of the constructed reality. However, Merriam (2009:215) 
argues that there are key methods that researchers can use to enhance the credibility 
of the study. 
One of the most widely used strategies in qualitative research for ‘testing’ internal 
validity of a study is through the triangulation of the data (Merriam 2009:215). Babbie 
and Mouton (2001:309) agree and suggest that in an interpretive research paradigm 
triangulation should be used to enhance the ‘objectivity, validity and reliability’ of the 
study. Triangulation is where the researcher uses multiple sources of data, such as 
interviews, observations and documents, viewed from multiple perspectives, and uses 
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multiple methods to test and confirm emerging findings within the phenomenon of 
interest (Babbie & Mouton 2001:282; Merriam 2009:216; Munro 2012:45). 
In a qualitative case study where the researcher wishes to get as close to the 
participant as possible to be able to make sense of the participant within the 
phenomenon, Merriam (2009:219) maintains that adequate engagement with the data 
is required. Merriam (2009:219) continues that there is not a specific recommended 
number of interviews or hours spent observing a participant in a case, but suggests 
that a good indication is that once data saturation occurs, the researcher has spent 
adequate time collecting data. Further, coupled with sufficient engagement and 
purposeful looking for variations in the understanding of the phenomenon, the 
researcher gathers not only data in support of the study, but also alternative 
explanations to the understanding of the phenomenon (Merriam 2009:219). 
Another strategy for validating internal validity or credibility is for the study to be sent 
to the participants to evaluate the researcher’s interpretations of the findings. The 
researcher’s position, perspective and theoretical standing should be stated when 
submitted for participant feedback and/or peer review, whereby the study is peer-
reviewed by supervisors and other experts in the same field for comments and 
feedback on the interpretation of the findings (Merriam 2009:220).  
In this study, the following measurements were identified as the most appropriate way 
to assure the internal validity of the study. As suggested by Gillham (2000:20-22, 24) 
as well as Babbie and Mouton (2001:290), a research log or audit should be used to 
document developments and observations in the environment, specifically noting any 
important non-verbal nuances that might come up during observations and interviews. 
Further, as suggested by Stake (1995:74-77), the audit trail entries should be 
systematically ordered in such a way that they act as a data set for the interpretation 
and presentation of the findings. Finally, it is advisable to follow Merriam’s (2009:219) 
recommendation that there should be transparency of the researcher’s position in the 
research study, whereby the researcher declares their own perspectives, 
assumptions, worldviews and theoretical standing to enable the reader to gain a better 
understanding of how the researcher's values influenced the conclusions of the study. 
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3.4.5.2 Reliability/ Consistency 
As discussed in the previous sub-section, according to Merriam (2009:214), qualitative 
research is concerned with a “holistic, multidimensional and ever-changing” reality, 
which is not singular or fixed, but is instead the individual perspective of a given person 
within a phenomenon. Merriam (2009:220) continues that human behaviour is not 
fixed, which makes reliability problematic in qualitative case study research as 
reliability as a research design is based on the assumption that there is one reality, 
and that the study could be repeated, achieving the same results.  
The very nature of qualitative research is to observe and make meaning of human 
behaviour in its natural environment and to achieve reliability in its traditional sense 
would mean that the conditions and environments were standardised and manipulated 
by the researcher so that replicability could be achieved (Merriam 2009:220). Thus 
qualitative research will not yield the same results when replicated. Merriam 
(2009:221) argues that replicability in qualitative research is instead concerned with 
whether the results are consistent with the collected data. 
To improve the reliability and consistency of a qualitative research study, Babbie and 
Mouton (2001:278) suggest that the researcher provides sufficient evidence for the 
findings of the study. Merriam (2009:222) and Yin (2009:120) concur and suggest 
using strategies such as triangulation, peer review, participant feedback and an audit 
trail, which describes in detail how the study was conducted and how the researcher 
arrived at their findings, as this aids in ensuring the consistency and reliability of the 
study. 
3.4.5.3 External validity/ Transferability 
External validity (or transferability) is primarily concerned with the extent to which the 
findings of the study can be generalised, transferred and applied to other situations 
(Merriam 2009:223). In qualitative research, in a single case study or where the 
researcher selects a purposeful sample, the focus is to understand the particular 
phenomenon in depth and not to find out what is generally true in other different 
situations or environments (Merriam 2009:224).  
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As with internal validity and reliability, external validity or transferability needs to be 
considered in the context of the philosophical underpinning of qualitative research 
(Merriam 2009:224). Merriam (2009:225) suggests further that to make transferability 
a possibility, the researcher needs to provide sufficient descriptive data, as the 
application of the research to another study is unknown to the original researcher. To 
be able to ensure that what was discovered and learnt in a particular study is 
transferable in a generalised manner, researchers are obligated to provide detailed 
descriptions of the study’s context to enable the reader and other researchers to 
compare the findings with their own site of enquiry (Merriam 2009:226). 
In qualitative research, there are several strategies which can be employed to ensure 
the transferability of a study, with the most commonly-used approach being that of 
rich, thick descriptions (Merriam 2009:227). As discussed in section 3.3, a thick 
description is the process of providing rich descriptions, detailed presentation of the 
setting and, especially, how the findings in the study were reached. Merriam 
(2009:227) argues that by providing detailed descriptions of the environment and the 
participants in the study, as well as detailed descriptions of the findings with adequate 
evidence in the form of quotations from the interviews, journal entries and archival 
documents, transferability of the study becomes possible. 
3.5 RESEARCH STRATEGY APPLIED IN THIS STUDY 
Following the discussion of the research strategy in the previous sections, this section 
details the application of these ideas within this study. The sub-headings used in this 
section are the same as those used in section 3.4 to preserve the coherency of the 
discussion. As this study is concerned with the design praxis of a single clothing 
designer in South Africa, an intrinsic case study was conducted, during which the 
design praxis of the designer was explored to be able to describe the design praxis 
within its real-life context. 
3.5.1 Sampling 
The following section will discuss how purposive sampling was used to select the most 
appropriate participant for the study. 
As this study is concerned with the design praxis of a single clothing designer within a 
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‘real-life’ context, it aligns with what Babbie and Mouton (2001:166), Merriam 
(2009:43-46) and Yin (2009:4) recommend, namely, that purposive sampling should 
be used to gain an in-depth understanding and provide thick description of the design 
praxis of the case. Furthermore, Merriam (2009:47,77) suggests that purposive 
sampling should be used if the study is concerned with a specific phenomenon, which 
requires the researcher to discover, understand and gain insight into the particular 
phenomenon.  
Following Merriam (2009:83) and Yin’s (2014:91) recommendations, the theoretical 
framework of the study and the research question were used as the underlying 
structure upon which the sample was selected. By utilising purposive sampling, the 
selection criteria for choosing the sample were informed by the researcher’s 
knowledge of the South African fashion industry, the study’s purpose and the aim of 
the study, thus aligning with the recommendations of de Vos et al. (2003:207). 
Based on the researcher’s knowledge of the South African fashion industry, the first 
step was to identify a fashion designer who appeared to implement DIY, underpinned 
by sustainability, as an approach to their design praxis. Furthermore, the designer was 
selected for being experienced, recognised and respected within the South African 
fashion industry. Lastly, the designer was selected based on the researcher’s 
knowledge that the clothing label has been showcasing collections at various fashion 
weeks and other design platforms, is regularly featured in magazines and newspapers 
and has been operating for longer than 15 years. 
3.5.2 Applied Data Collection 
This sub-section will explain the interviewing process with the designer, Ella Buter, 
describing how the data was captured and transcribed, as well as how the archival 
content was gathered.  
Semi-structured in-depth interviews were conducted with Ella Buter as the primary 
source of data. Archival content, such as images of previous collections, popular 
media articles and interviews with Buter by journalists, was also considered. As further 
support to the study, detailed, reflective field notes were kept in a journal during all 
observations, recording information such as the setting and the participant's 
interactions and activities. 
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The semi-structured interviews, observations and archival content were guided by the 
line of enquiry and informed by the theoretical framework (refer to Appendix D). Table 
3.4 below shows a shortened version of the line of enquiry that was followed. The 
operationalisation of the study outlines a structural understanding of the process 
followed in the study (refer to Appendix C). 
Table 3.4 – Line of enquiry and interview guidelines 
(developed by the author) 
 COLLECTION METHOD OBJECT OF ENQUIRY SUGGESTED TOPICS 
Interviews Semi-structured interviews Owner and designer: 
Ella Buter 
• DIY as activity and approach to sustainability 
• Innovative use of resources 
• Eco-awareness 
• Empathic relationship: Maker versus wearer 
• Social awareness (Lifestyle) 
• DIY: Own narrative 
Products • DIY as activity and approach to sustainability 
• Innovative use of resources 
• Eco-awareness 
• Multi-functionality 
• Participation: Product versus user  
• Product: Sustainability and DIY  
Observations Observation, field notes 
and informal conversation. 
Owner and designer: 
Ella Buter 
• DIY as activity and approach to sustainability 
• Innovative use of resources 
• Eco-awareness 
• Empathic relationship: Maker versus wearer 
• Design Thinking and Process 
• Store 
Archival 
content 
Document analysis Products • DIY as activity and approach to sustainability 
• Eco-awareness 
• Previous collections: Sustainability and DIY 
• Multi-functionality 
• Product: Sustainability and DIY 
In this study, seven observations of the Superella store and Buter’s design thinking, 
processes and customer interaction were conducted. The interview questions were 
formalised by considering the archival documents, journal entries (notes, remarks and 
thoughts from the observations), the research question and the aim and objectives of 
the study. Two semi-structured interviews were planned with relevant prompts and 
probes, as indicated in the operationalisation of the study (refer to Appendix C). The 
researcher reflected on the first interview and made minor changes to the questions 
of the second interview to gain clarity. The applied data collection method is discussed 
in further detail in the following sub-sections. 
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3.5.2.1 Interviewing 
The line of enquiry for the interviews focused on Buter’s design praxis, considering her 
approaches, her activities and, finally, her products. However, as semi-structured 
interviews, which by nature are open-ended, were conducted, Buter was encouraged 
to introduce new ideas that she felt would be relevant to the conversation. Following 
the suggestions by Stake (1995:65), Gillham (2000:66-67) and Babbie and Mouton 
(2001:289), prompting and probing were used to encourage the flow of the interviews 
so that richer data could emerge in an unbiased and natural manner. Refer to the 
operationalisation plan (Appendix C) for the interview questions, probes and prompts. 
As recommended by Gillham (2000:309), time was spent observing, listening to and 
having natural conversations with Buter in her store before the interviews commenced, 
to build trust and to become more familiar with the inner workings of the design praxis, 
the studio and the store. In line with Babbie and Mouton’s (2001:309) suggestion, the 
semi-structured interviews were conducted with Buter inside the Superella store. By 
conducting the interviews within her natural setting as opposed to in a more controlled 
environment, ensuring that she felt comfortable and safe allowed for far richer data to 
emerge, aligning with Gillham’s (2000:65) suggestion. Further, Buter preferred having 
the interviews within the store as she felt that she needed to be close to her workers 
to ensure that production continued and that she could assist any customers with 
purchases. 
All of the interviews were recorded using the iPhone application AVR (Awesome Voice 
Recorder PRO). The audio recordings were automatically saved to an online server 
called Dropbox. The audio recordings were transcribed verbatim as suggested by 
Merriam (2009:110), by using an online transcribing platform, 
www.transcribe.wreally.com, which allowed for listening, dictating and typing to be 
done at the same time. These functions assisted in transcribing the interviews, as 
some Afrikaans words were used during the interviews, even though an attempt was 
made to keep the interviews and conversations in English. Following the online 
transcription phase, the data was transferred to Microsoft Software for the analysis of 
the data. 
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3.5.2.2 Observations 
The observations aimed to gain a holistic understanding of Buter’s design praxis, 
through observing her design thinking and processes, general activities, and her 
engagement with her clients in the store, thus following the same line of enquiry as 
the interviews. However, as suggested by Stake (1995:61) and Merriam (2009:119), 
an open mind was kept in all possible scenarios, to become better acquainted with her 
activities and design thinking, and to increase the depth of understanding of Buter’s 
design praxis as a whole. The research question and the research problem of the 
study directed the observations, in line with Stake’s (1995:60) recommendation. To 
ensure that the research remained focused on the study at hand and that only data 
that applies to the case was gathered, the research question, research problem and 
the line of enquiry were reflected upon throughout the observation process (refer to 
Appendix C). 
As a participant observer during the development, planning and presentation of the 
Superella Winter 2018 collection, the researcher took on the role as the creative show 
producer and soundboard to Buter. The observations during this phase allowed the 
researcher to be embedded in the environment, observing Buter’s actions, activities 
and design process from concept to the final presentation. Through being a participant 
observer, the researcher was able to become familiar with Buter’s thinking and 
workings and to gain a richer understanding of the case, which aligns with Babbie and 
Mouton’s (2001:57) recommendations. By being a participant observer, the researcher 
could recreate interpretations and experiences which would not have been possible 
otherwise. As this study is mainly concerned with the design praxis of Buter, the 
researcher conducted one observation in the store without Buter being present to gain 
insight into how the store works without her. 
Detailed field notes were taken and noted in an electronic journal after each 
observation, using Microsoft Software. As suggested by Babbie and Mouton 
(2001:290), the researcher reflected on previous field notes before each observation, 
to determine if more or less focus was required on a specific area or activity. Following 
Babbie and Mouton’s (2001:294), as well as Merriam’s (2009:120-121) suggestions, 
the environment, activities, interactions and conversations were noted in the journal, 
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indicating any unplanned events, the tone and connotations in conversation, and any 
non-verbal communication. 
Aligning with Merriam (2009:137), several different stances of conducting 
observations were taken, from being a ‘fly on the wall’ with limited interaction with 
Buter, to partaking in the development and presentation of the Superella Winter 2018 
collection. 
3.5.2.3 Archival content  
The inclusion of archival content and documentation is an essential data set when 
conducting a qualitative case study (Stake 1995:68). The examination of newspaper 
clippings, photos, reports and planning documents could significantly contribute to a 
richness and understanding of the case, thus aiding in answering the research 
question. The use of archival content and documents in this study proved to be 
minimally intrusive, and the researcher was able to consider and interpret the data 
without being dependent on Buter, which aligns with what Merriam (2009:139) 
recommends. 
As an aid to answering the research question, the researcher selected for analysis 
archival content and documents which were appropriate and in line with the study’s 
aims and objective. As illustrated in Table 3.5 below, Merriam’s (2009:140-147) outline 
of the types of archival content was followed, whereby the researcher purposefully 
chose documents that would allow for rich data to emerge, aiding in a holistic 
understanding of the design praxis. 
Table 3.5 – Types of Archival Content – Applied 
(developed by the author, based on Merriam, 2009) 
Type Description as per Merriam (2009:140-147) Superella 
Public 
Records 
Public records are official documentation that is in the public 
domain. 
Not applicable; the study is not concerned 
with the financial status of the company. 
Personal 
Documents 
Personal documents are documents which describe the 
person’s actions, experiences and beliefs. 
Journals, sketchbooks, literature that Buter 
reads, and personal garments. 
Popular 
Documents 
Popular culture documents are documents created by society 
at large and are designed to entertain and inform the public. 
Website and blog post, store reviews, 
magazine and newspaper articles. 
Visual 
Documents 
Visual documents can be found across the other document 
types, but they are in a visual format. 
Images of previous collections presented at 
various fashion weeks and other platforms. 
Physical 
Artefacts 
Physical artefacts are objects which can be found within the 
case study setting. 
Interior of the Superella store (objects and 
artefacts) 
	 101	
To facilitate answering the research question, the researcher decided to use four types 
of archival documents. Firstly, ‘popular culture’ documents were considered to gain 
insight from the perspective of society at large; these included interviews Buter had 
conducted with journalists, as well as the views and opinions formed by the journalists. 
Secondly, the researcher considered photographic images from previous collections 
presented at Fashion Weeks in South Africa between 2002 and 2018. Furthermore, 
the researcher examined Buter’s personal documents, such as notebooks, 
sketchbooks and journals. By examining Buter’s personal documents, the researcher 
was able to gain insight into her design thinking and her design processes, obtaining 
a greater understanding of her actions and experiences, as well as the philosophy 
behind the clothing label Superella. Finally, physical artefacts, more specifically the 
objects on display and the Superella products, were considered as a means of 
triangulation with other data sources. The insights gained from objects in the store 
were considered as archival content and recorded in the field notes. Photos were 
taken of all appropriate elements within the store, and the images were labelled and 
handled in the same way as other archival content. 
Archival content, objects and related documents were vital in assisting the researcher 
in uncovering meaning and understanding, and thus in gaining further insight into the 
design praxis of Superella. As suggested by Gillham (2000:89-90), the inclusion of 
visual elements assisted the researcher in successfully illustrating the activities of 
‘making’ and ‘creating’ by the designer. Further, by including archival content in the 
form of images, the researcher was able to illustrate specific aspects that emerged out 
of the study in a rational manner. Hence, the researcher and the reader were allowed 
a broad, integrated and holistic understanding of the study and the design praxis of 
Superella, aligning with the suggestions made by Gillham (2000: 89). All of the archival 
documents are chronologically listed in an archival source list (refer to Appendix E). 
3.5.3 Applied Data Analysis 
In this sub-section, the data analysis process, including the content analysis method, 
coding, categories and the identification of themes that informed the presentation of 
the findings, will be discussed. 
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In this study, the data analysis followed the views of Stake (1995:71), Merriam 
(2009:126) and Yin (2014:126), by gathering and observing, examining and 
categorising the data in an orderly manner to answer the research question. It is 
suggested by Merriam (2009:126) that the data collection and analysis should be 
conducted simultaneously to allow for the researcher to reflect on each process, as 
the data could guide the way forward. Merriam (2009:126) continues that conducting 
the data collection and analysis at the same time allows for new topics, views or 
specific observations to emerge, thereby informing the next interview or observation, 
thus ensuring that the focus remains aligned with the research question. In this study, 
most of the formal data analysis only happened once all of the data had been 
gathered, and the findings substantiated, revised and considered. However, the 
researcher reflected on the collected data before each new interview or observation. 
Following Merriam’s (2009:180) suggestion of reading, looking and keeping to a list of 
categories, each of the data sets in this study was dealt with individually, aligning to 
the category list. Further, following the recommendation of Saunders, Lewis and 
Thornhill (2009:489), the theoretical positioning of the study was used as the analytical 
strategy to direct the data analysis. The themes and similarities within the consolidated 
data were identified and, as suggested by de Vos et al. (2002:302) and Merriam 
(2009:203), the themes were then matched with the list of categories or components 
of the theoretical positioning. 
The study is primarily concerned with positioning DIY as an approach to sustainability 
within the DSP as developed by Armstrong and LeHew (2011). Following the 
theoretical positioning of the study, the first step was to organise the data according 
to the eight ‘DIY Motivators’ as identified by Wolf and McQuitty (2011). Following the 
theoretical framework of the study as a guide to categorise the raw data, the 
researcher was able to attribute new meaning to the raw data concerning the unit of 
analysis. 
The coding process started with pre-coding the raw data by reading through each data 
set, making notes and adding comments about aspects of data, as suggested by 
Merriam (2009:178). By pre-coding the data sets, the researcher aimed to identify any 
potentially relevant, interesting or important segments which were in line with the 
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research study. After that, the consolidated data was directly interpreted and the units 
of data were grouped in categories aligning with Stake’s (1995:74) recommendations. 
The individual aspects of data were grouped into units to correspond with the eight 
‘DIY Motivators’, namely: customisation, diversity, quality, economic benefits, 
empowerment, fulfilment, belonging and, lastly, uniqueness. Each of the data sets was 
further probed and tested against one another to gain an in-depth understanding of 
the case, which is in line with Stake’s (1995:77) recommendation that the reasoning 
for allocating the units of data into one category or another should be tested and 
questioned as illustrated in Figure 3.3 below. 
 
Figure 3.3 – Data Analysis Grid 
 (developed by the author) 
By testing and comparing the categories with one another, a more precise 
differentiation of the categories was made, and recurring themes started to emerge. 
The reappearing themes and the subsequent patterns that formed were derived from 
the research question, which is in line with Stake’s (1995:78) and Merriam’s 
(2009:117) suggestions that the themes and patterns should be linked back to the 
research question. 
During the initial round of coding, the data revealed the need for the formation of new 
categories as there was a cross-allocation of data, and the eight DIY Motivators 
became restrictive to the richness of the data. As discussed in sub-section 3.4.3, 
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Merriam (2009:177) suggests that the units of data should be compared with one 
another to differentiate clearly between the categories. By comparing the units of data, 
each substantial statement was checked to make sure that the statement matched a 
specific category, and only fitted into one category or sub-category, thus aligning with 
Gillham’s (2000:71) and Merriam’s (2009:185-186) recommendations. After 
evaluating the data segments, the researcher began to combine and split the 
categories to ensure that the categories remained conceptually congruent.  
To keep track of the raw data, and be able to refer specific segments within the 
collected data, a clear coding system should be used. It is suggested by Merriam 
(2009:173), that the coding system should be in the form of alphabetical letters or 
symbols allocated to each category, designating the location of the data within the line 
of enquiry. 
Following Merriam’s (2009:173-174) suggestion, a clear coding system was used to 
ensure that the data remained organised. In Table 3.6, an example of a coded section 
from an interview is shown. Within the table below, ‘Trans 1’ refers to the transcript of 
the first interview conducted with Buter, whereas the numbers ‘212-216’ indicate the 
start and end of the line numbers of the specific data section. 
Table 3.6 – Coding of Interview transcript example 
(developed by the author) 
Interview 
Buter: “See I think we all have it in our DNA. So if you European, then definitely your great, great, great, grandmother wore 
certain stuff, and that that, whatever she wore still plays a role in what you wearing, you know or you're great...I just feel that, 
it's weird me and my sister liked tying of things round here, under our arms, that we like fit here [Interviewer: across the chest], 
and that both of us started tying things here”. 
Trans 1:212-216 Trans 1 
Indicates the transcript of the first interview 
conducted with Buter. 
212-216 
Indicates the line numbers within the transcript. 
The same coding system used for organising the interview transcripts was used for 
the observations to ensure consistency and cohesion in the data. An extract of a 
transcribed section from one of the observations is shown in Table 3.7. In this table, 
‘Obs 4’ refers to the fourth observation conducted by the researcher, and the numbers 
‘120-121’ indicate the beginning and ending line numbers of the data segment. 
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Table 3.7 – Coding of Observation transcript example 
(developed by the author) 
Observation 
She feels that her product is misrepresented in other stores: “… the clothes live in the space and the space needs to work with 
the clothes”. 
Obs 4:120-121 Obs 4 
Indicates the fourth observation conducted by the 
researcher. 
120-121 
Indicates the line numbers within the transcript. 
This study also considered archival content such as personal notebooks, sketchbooks, 
images from previous collections and popular articles written on Superella as an 
additional form of evidence to add to the richness of the understanding of the study. 
All the relevant archival documentation was coded following the archival 
documentation source list (refer to Appendix E). The archival documents are cited as 
‘AD 1:[sp]’, referring to the first document as per the archival documentation source 
list, while the ‘[sp]’ indicates that there was either no page number in the popular article 
or on the photo. The referencing method used to cite findings in Chapters 4 and 5 was 
adapted from the traditional page numbers to line numbers. Therefore, in Chapters 4 
and 5, the coded sections are cited as ‘Trans 1:212-216’ for interview transcripts, ‘Obs 
4:120-121’ for observations, and ‘AD 31:[sp]’ for archival documentation. 
The following sub-section presents the data analysis strategy of how the data was 
organised in more detail. Each of the data sources, namely interviewing, observations, 
and, lastly, the content analysis of archival content, will be discussed individually. 
3.5.3.1 Interviewing 
The semi-structured interviews were transcribed verbatim, following Merriam’s 
(2009:178) suggested approach, by reading the interview transcriptions, making notes 
and specifically looking for interesting, potentially relevant data that would aid in 
determining the data analysis categories. During the initial reading of the transcribed 
interviews, attention was given to any pauses, repetition of words or phrases and 
thinking words such as ‘uhm’ - these were highlighted with a strike through the text. 
As English is Buter’s second language, she used the occasional Afrikaans word during 
the interviews, and these words were translated from Afrikaans to English by the 
researcher in the initial data analysis phase. 
The second phase in the data analysis was to highlight key phrases or words that align 
with the theoretical positioning of the study, namely the Wolf and McQuitty (2011) DIY 
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Motivator Framework, thus aligning with Yin’s (2009:130) suggestion that linking the 
categories of the study with the theoretical positioning allows for the unit of analysis to 
become the coding frame. Following Yin’s (2009) recommendation, the data was 
coded using the data analysis grid, which is discussed in the previous section. As 
gaining insight and understanding into the design praxis of Buter is of concern to 
understanding her design thinking, any phrases reflecting Buter’s values, attitudes, 
beliefs and cultural upbringing, as well as her perspective and worldview, were coded. 
Adding to the richness of the data, Merriam (2009:187) suggests that the categories 
are kept to a minimum, considering how the categories relate to each other and the 
theoretical framework, providing depth to the findings. Following Gillham’s (2000:73) 
suggestion, all data was considered, coded and categorised, and any possible ‘query’ 
or ‘unclassified’ statement, which did not fit into one of the main categories, was kept 
separately. Table 3.8 below indicates the Data Analysis Grid, which is made up of the 
eight DIY Motivators plus two additional categories (Uncategorised and Background/ 
Philosophy). Each unit of data or substantial statement was assigned to a category 
and was entered onto the analysis grid, keeping all of the ‘query’ and ‘unclassified’ 
statements separate. 
Table 3.8 – Data Analysis Grid 
(developed by the author) 
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As multiple sources of data informed the study, Gillham’s (2000:75) suggestion was 
followed by systematically sorting all forms of data, categorising and allocating the 
data onto a ‘Data Analysis Grid’. By organising the data in this manner, the cohesion 
between the data sets was ensured, aiding in the writing up of the findings.  
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3.5.3.2 Observations 
As discussed in sub-section 3.4.2.2, observations in qualitative case study research 
form an integral part of the data collection process. Observations allow the researcher 
to have first-hand experience and deeper understanding of the phenomenon, sighting 
aspects that might have gone unnoticed during interviews (Merriam 2009:136). 
Furthermore, according to Babbie and Mouton (2001:295), being embedded in the 
environment of the case that is being studied, the researcher has the opportunity to 
observe the actions and activities of the participants and these observations are more 
telling than interviews. 
The second data source of this study, namely observations, was obtained at 
scheduled times at the convenience of Buter. However, as this study is concerned with 
understanding the design praxis of Buter holistically, a single observation of the store 
was conducted without Buter being there. Furthermore, the researcher participated in 
the development, planning and presentation of the Superella Winter 2018 collection, 
allowing the researcher to be emerged in Buter’s thinking and design processes. By 
being a participant observer, the researcher was able to recreate interpretations and 
experiences which, according to Babbie & Mouton (2001:57), allows for a much richer 
understanding of the case. Aligning with Merriam (2009:137), several different stances 
of conducting observations were taken, from being an integral part in the presentation 
of the Winter 2018 collection to being a ‘fly on the wall’, where there was no interaction 
with Buter herself. 
Following Merriam’s (2009:137) suggestion, to ensure the consistency of the analysis 
of the data, the same analytical strategy that was applied to the handling of the 
interview data was used for the analysis of the observations. 
3.4.3.3 Archival content 
As discussed in 3.4.2.3, in a qualitative case study research all forms of evidence, not 
just interviewing and observations, have the potential of adding to a richer 
understanding of the case and the answering of the research question. Notably, most 
qualitative case study research involves the examination of documents and archival 
content. As a data set, documents are considered to be less intrusive and not 
dependent on human beings, making them ‘ready-made’ sources of data for 
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interpretation by the researcher, which could add to the fullness and depth of the study 
(Merriam 2009:139).  
Furthermore, as discussed in sub-section 3.4.2.3, there are multiple types of 
documents which could be used as data in a qualitative case study. Following 
Merriam’s (2009:140-147) suggestion, documents for analysis were chosen very 
selectively, as being those which were appropriate to the study and that would aid in 
answering the research question. Further, in line with Gillham’s (2000:89) thoughts, 
the inclusion of archival documentation in the final presentation of the findings, 
contributed to the reader ‘seeing’ the data in a cognitive manner, allowing them to link 
the findings across space and time. As the focus of the study is to holistically 
understand Buter’s design thinking in relation to DIY as a sustainable approach, the 
inclusion of archival documentation both as a data set for analysis and as an aid to 
the reader is essential. Aligning with Gillham’s (2000:90) suggestion, that the process 
of making by a designer is deeply rooted in what the designer does, the inclusion of 
visual elements assists in illustrating the activities of making and creating by the 
designer as well as in allowing the reader to make sense of the study more holistically. 
Stake (1995:68) proposes that the same line of thought and research strategy that is 
deployed for other data sets should be followed when analysing archival content so 
as to avoid analysing irrelevant content. Merriam (2009:152-153) agrees and suggests 
that the content analysis of archival content should be done sequentially, moving from 
category formation to sampling, data collection to data analysis and, finally, to the 
researcher’s interpretation. Following the recommendations of Stake (1995:68) and 
Merriam (2009:140-147), in this study, the data analysis of archival content followed 
the research grid, which was developed during the analysis of the interview data (refer 
to sub-section 3.5.3.1). By using the research grid as a guide, each of the considered 
archival documents was aligned and matched with one of the categories on the 
research grid, ensuring that all documents considered for analysis contributed to the 
answering of the research question. 
3.5.4 Ethical Considerations 
This study adhered to and complied with the ethical and academic standards required 
by the University of Johannesburg, South Africa. In the following sub-section the two 
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primary ethical considerations pertaining to the study will be discussed: firstly, ethics 
relating to the participant, Buter, and her clothing label Superella, and, secondly, 
ensuring that the academic integrity of the research adhered to the ethical standards 
outlined by the University of Johannesburg, South Africa. 
The participant was informed of the purpose, aims and objectives of the study through 
a consent form before agreeing to participate. The preliminary consent form and the 
information leaflet, which outlined the nature and purpose of the study, explaining what 
would be required from the participant and what rights the participant had, were 
presented to Buter. As the study is concerned with researching a single case, it was 
imperative to have the selected sample agree to partake in the study. Buter signed a 
preliminary consent form agreeing to participate in the study (see Appendix A). The 
signed preliminary consent form, as well as the Information Leaflet and Informed 
Consent form (see Appendix B), were included in the research proposal, which was 
submitted to the Faculty Higher Degrees Committee of the University of Johannesburg 
for approval. 
The researching and analysing of the design praxis and inner workings of the 
Superella clothing label specifically raised ethical concerns around intellectual 
property. Matters pertaining to intellectual property were addressed by disclosing all 
of the gathered information to the participant. All of the collected data, namely: field 
notes, photographs, transcripts, interview recordings and other forms of data which 
are not in the public domain, were presented to the participant for feedback and 
approval. Another crucial ethical consideration was to protect the privacy, 
confidentiality and security of the participant involved in the study. Babbie and Mouton 
(2001) suggest that there are two possible ways of protecting the participant’s identity, 
namely, anonymity and confidentiality. Aligning with Stake’s (1995:57) and Merriam’s 
(2009:161) recommendations, the request for anonymity or confidentiality was 
discussed with Buter before commencing the study. Buter agreed in writing that the 
label name Superella and her name Ella Buter could be used in the research and there 
was no request from Buter for anonymity. 
As observations formed an integral part of the data collections, access to Buter’s store 
was required. Stake (1995:57) suggests that gaining access to an environment would 
necessitate permission being granted to the researcher and that, to avoid being a 
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burden, the researcher should consider how the observations would impact the 
participant and the workflow of the company. Aligning with Stake’s (1995:57) 
suggested consideration, a clear timeline was discussed with Buter as to when the 
researcher would conduct observations and how much time would be spent observing. 
The duration of the observations was kept to under an hour, and on some occasions, 
shorter periods were spent in the environment if there was an indication that the studio 
was too busy. One of the observations was conducted without Buter being present, in 
order to gain insight into how the store functions without her. Observing the store 
without Buter’s presence was discussed with her beforehand, ensuring that she felt 
comfortable and at ease. 
All the interviews were conducted in the Superella store as Buter expressed that she 
is more comfortable in her own space and that she wanted to be around her staff 
should they have any queries. By aligning with Babbie and Mouton’s (2001:309) 
suggestion, doing the interviews in Buter’s natural environment allowed her to feel 
safe and be more spontaneous in answering the questions. Although Buter signed the 
consent form agreeing for the interviews to be recorded, the researcher reminded her 
at the start of each meeting that the conversation was being recorded for research 
purposes. 
The study followed the ethical code set out by the University of Johannesburg, and all 
aspects of the research were conducted objectively and honestly. All of the literature 
sources consulted in the study were acknowledged and cited in the dissertation using 
the reference guide set out by the Faculty of Art, Design and Architecture of the 
University of Johannesburg. 
The final dissertation was sent to Buter for comments and approval before final 
submission and publishing of the study. By doing so, the researcher has ensured that 
Buter feels comfortable with how she and her clothing label Superella have been 
represented and that she approve of all the information included in the final 
dissertation.  
3.5.5 Assuring quality in research 
Endeavouring to ensure that the study meets the highest standard of research quality, 
the quality in the study was reflected on throughout the research process and not just 
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during the conceptualisation phase. Quality in the research was assured following the 
suggestions of Merriam (2009:213), whereby the researcher specifically focused on 
the internal validity (or credibility), reliability (or consistency) and external validity (or 
transferability) of the study.  
In line with Babbie and Mouton (2001:309) as well as Merriam (2009:213-223,234), 
this study ensured credibility through the use of reflexivity, member checks and data 
saturation. Internal validity, i.e. to what extent the findings from the research are 
considered credible, was addressed by using triangulation, checking interpretations 
with the sample, asking peers to comment on emerging findings and clarifying 
researcher biases and assumptions. The dissertation was sent to the participant for a 
member check before publication, aiding in verifying the accuracy of the interview 
transcriptions and interpretations by the researcher. A critical review of the data 
analysis and findings, as well as the discussion chapters, was tested for accuracy of 
analysis and interpretation by Ms Carol Lavelle. Furthermore, the study and the new 
findings were presented at the DSD DESIS Lab, whereby fellow design academics 
provided positive feedback and guidelines. 
In keeping with Babbie and Mouton (2001:290), by stating the researcher’s position in 
Chapter 1, the reliability of the study was increased, through declaring the researcher’s 
assumptions, biases and personal views. Detailed reflective notes were kept in a 
journal, noting observations, informal discussions, processes and any other reflections 
by the researcher. An audit trail detailing the data analysis process and decisions was 
kept in the form of an operationalisation plan (refer to Appendix C). 
During the observations and interviews, field notes were kept in a digital journal as 
part of the audit trail. The primary focus of these notes was not for the purpose of data 
collection, but rather to assist in the organisation and planning of the enquiry. 
However, during the analysis of the data and the writing up of the findings, some of 
the observations and reflections from the field notes were used to aid in the 
triangulation of the study. In citing these notes in Chapters 4 and 5, (Obs 5:216-218), 
for example, refers to observation five of case study observations, with 216-218 
referencing the line number for that specific observation. 
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Employing the suggestions of Babbie and Mouton (2001:282) and Munro (2012:45), 
the use of multiple sources of data viewed from multiple perspectives, i.e. triangulation, 
became an essential aspect in the development and building of the case. Munro 
(2012:45) describes triangulation as a “reciprocal interaction between theory, the lived 
experience, the data collected and the methods applied” as per Figure 3.4. 
 
Figure 3.4 – Triangulation of a study 
 (developed by the author, based on Munro, 2012)  
Triangulation was obtained by considering two sources of data concerning the 
developed framework (refer to Appendix D). Firstly, in-depth interviews with Buter 
were used as the primary source of data. Secondly, the theoretical literature on DIY 
and sustainability was considered in conjunction with archival documentation, such as 
popular media articles about Buter and Superella, photos of previous collections, and 
notebooks to develop and build the case. 
External validity (or transferability) was assured through the use of rich, thick 
descriptions, as suggested by Merriam (2009:227), and the use of the criteria list for 
selecting the sample. The use of rich, thick descriptions as a strategy to achieve 
transferability requires the description of the setting and participants of the study, as 
well as a detailed description of the findings, with sufficient corroborating evidence 
presented in the form of citations of interviews, field notes and archival documents. 
3.6 CONCLUSION  
This chapter aimed to establish an approach to the research, the methods used to 
plan, structure and execute the aims of the study successfully. 
	 113	
This chapter considered the qualitative research approach in an interpretivist 
paradigm, which guided the use of an intrinsic case study research design. Literature 
by principal scholarly authors on case study research was provided to justify the 
selection of the research design for this study. Research methodology aligning to case 
study research included sampling, data collection and data analysis. Further, the 
chapter presented a discussion on how the research strategy was applied in the study, 
including the use of purposive sampling, semi-structured interviews, observations 
archival consent and the qualitative content analysis and coding of the data. 
Ethical considerations were adhered to, ensuring that the study was conducted in a 
manner that reflects the ethical standards of the University of Johannesburg. 
Concerns included the letter of invitation, consent form and information leaflet 
requesting participation, as well as guaranteeing confidentiality of recordings and 
transcripts. Internal validity and credibility, reliability and consistency, and external 
validity and transferability were discussed concerning this study. An audit trail was 
kept in the form of field notes and an operationalisation document to ensure the quality 
of the research. The transcripts, the field notes and the final dissertation were 
presented to Buter for comment before being published. 
Using the research strategies discussed in this chapter, the following chapter details 
the findings which arose from the research to aid in answering the research question.  
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CHAPTER FOUR – FINDINGS 
 
4.1 INTRODUCTION  
In Chapter three, the overall research strategy was discussed, as well as the selection 
of a case study research design. The following two chapters aim to present the findings 
that emerged out of the data analysis in relation to DIY as a sustainable approach, as 
well as a discussion and the alignment to the theoretical framework of the study. 
Chapter 4 aims to present the findings obtained out of the data analysis in relation to 
DIY as a sustainable approach within the design praxis of Superella. Chapter 5 
expands and discusses the findings from the third round of coding in relation to DIY 
as a sustainable approach within the theoretical framework of the study. 
As illustrated in Figure 4.1 below, the sub-sections in this chapter follow the two main 
categories within the theoretical framework, namely: ‘Identity enhancement’ and 
‘Product and service evaluation’. By sorting the data into these categories, an in-depth 
explanation of the design praxis, the designer’s approach, views and the products was 
provided in relation to the study’s framework. The chapter concludes with a summary 
of the design praxis of Superella in preparation for the discussion of the findings in 
Chapter five. 
	
Figure 4.1 – Chapter Four Layout 
(developed by the author) 
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4.2 IDENTITY ENHANCEMENT 
The first main category within the DIY Motivator Framework of Wolf and McQuitty 
(2011) relates to ‘Identity enhancement’ as a motivator for partaking in DIY. The 
following four sub-sections describe Ella Buter, the designer behind Superella, by 
providing a holistic overview of her background, what influences her design thinking, 
how she chooses to present her collections and what inspires her work. 
4.2.1 Background to Ella Buter and Superella 
“There is no difference between Ella and Superella; it’s the same thing”, (Obs 4:161) 
states Ella Buter, the designer and owner of South African clothing label Superella, at 
our first meeting. When walking into the shop, on the corner of a busy intersection in 
the bohemian Johannesburg neighbourhood of Melville, you realise that she does not 
just sell clothing, she “stocks a variety of Superella signature pieces, handpicked 
accessories as well as black fabric dolls, jars of pickled beetroot and irresistible 
chocolate tortes” (AD 6:[sp]). Buter is quoted by AD 12:[sp], describing the relationship 
between her garments and the store, saying: “the interior of the store goes hand in 
hand. I [Buter] think my clothes have a sort of old fashion real appeal and the shop 
has all the old objects in it”. The store is an extension of Buter’s creative vision (AD 
14:[sp]). Buter ‘curates’ the interior of the store with little objects, photos, second-hand 
finds, antiques, discarded mattress structures, old headboards and wooden ladders 
converted into rails, creating a three-dimensional mood board for the clothing to live 
in (AD 11:[sp]). The clothing hangs neatly, according to colours, on second-hand 
wooden hangers and nothing in the store seems new, as per Figure 4.2 below (Obs 
5:216-218). 
 
Figure 4.2 – Interior of the Superella Store 
Dirk de Waal (photographer), Interior of Superella Store, 2019 (AD 30:[sp]) 
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The interior of the store is “filled with the odd, the thought-provoking, the fascinating 
and even the wonderfully absurd” (AD 21:[sp]). Buter’s maximalist aesthetic extends 
to all the spaces that she inhabits, including her living area above the Superella store. 
Her maximalist environment is in stark contrast to her design aesthetic, which Buter 
describes as being “fairly simple” (AD 21:[sp]). Buter believes that collecting objects is 
a genetically inherited trait; her mother once lost everything when her house burnt 
down, and Buter wonders if this event perhaps escalated her tendency to hold onto 
things (AD 21:[sp]). Buter's background plays a significant role in her design thinking, 
and she believes that her ‘cultural DNA’, as she was raised by a Dutch father and an 
Afrikaans mother, fuels her creativity (AD 7:[sp]). 
There is a sense of cultural nostalgia in both her clothing and the interior of the store 
(Obs 5:203) and it becomes clear that she acquired "her aesthetic awareness from 
creative parents, especially her mother, who sewed all the children's clothes and is a 
great crafter” (AD 16:[sp]). Buter started drawing when she was very young (Trans 
1:17-20), and has been captivated by fabric and clothing ever since. Her parents 
encouraged her to express her creativity and freedom through making clothing:  
“My mother bought us [sewing] machines when we were all 12...She made clothes for 
us when we were little, and, so it was sort of, I think she thought it was part of what a 
woman does, that you make clothes for family, so both me and my sister got machines 
at like 12/13 years old. Then she probably taught us first, you know that we learn how to 
sew from early on. So I could sew, I could make clothes, I mean it was very simple stuff 
that I made in the beginning, but I immediately started making my own” (Trans 1:32-37). 
As a young child she received a monthly allowance from her parents to buy clothing, 
but rather than buying new garments from a store, Buter would immediately buy fabric 
so that she could make her own clothing (Trans 1:21-23). As a young girl, she rarely 
purchased clothing from stores and was frustrated that she could not find clothing that 
she liked. This lack of finding clothing that she could associate with encouraged her 
even further to start making her own clothing according to what she wanted (Trans 
1:25-26). Not being shy to express herself, Buter says, “I was certainly the odd one 
out. I’ve never compromised myself. I didn’t particularly hang out with the cool kids. In 
fact, I think I found them a bit boring” (AD 7:[sp]). 
Buter started thinking about design, colour and proportion from very early on in her 
life, but felt there wasn’t much of an outlet for her creativity while growing up in 
	 117	
Welkom, a small town in the Free State province, central South Africa (AD 16:[sp]). 
Feeling “stuck”, and having the urge to express her creativity more, she decided to 
move to Bloemfontein, the biggest city in the central South African province of Free 
State (AD 16:[sp]). Buter romanticised about visual merchandising and decided to 
become a visual display manager (Trans 1:12,19), but after ten years she reached a 
point of no return, realising that she felt unfulfilled.  Then Buter entered, and won, a 
fashion design competition in a local magazine, securing a bursary to study fashion 
design at the London International School of Fashion (LISOF), which required her to 
pack up her countryside life and move to Johannesburg to pursue a career in fashion 
design (Trans 1:12-15). 
After graduating from LISOF in 2003, Buter started her clothing label Superella. The 
label name Superella was born out of one of Buter’s literary mentors, Henry Miller, 
who wrote about superabundance16, and abundance is something that Buter believes 
in strongly. She thought that the “connection between the possibility of ‘super’ and my 
name [Ella Buter] is reaffirming of that [being abundant] concept” (AD 10:[sp]). With 
no financial backing, Buter started the label herself, making clothing at home on a 
domestic sewing machine (Trans 2:149). She continued making everything herself 
until the sales from the garments grew and she could employ a single tailor on 
weekends, as the tailor was employed full-time elsewhere and only able to work for 
Buter on weekends (Trans 2:150-151). 
“Buter says that it is a very difficult way to go about doing business but in a way it is also 
more liberating to do your own thing and just put the money you make right back into the 
business” (AD 4:[sp]). 
Buter continues to explain her belief in independence, saying that overheads due to 
loan repayments or dividends to an investor can make everyday life very stressful (AD 
4:[sp]). Rather, she allowed the business to grow slowly. Being financially 
independent, and only employing staff full-time much later on, has set the groundwork 
for how Buter continues to run her label, by herself, being hands-on in every aspect of 
the design process, the store and the selling of her garments (Trans 2:151).  	 	
16 According to Webster’s New World College Dictionary (2010), ”superabundance” is described as 
“being more than is usual or needed; surplus; excess; overly abundant”. 
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4.2.2 Design influence 
Like other designers, Buter does have international design muses such as Maureen 
Doherty, owner of Egg in London, J Morgan Puett and, of course, the Japanese brands 
COMME des GARÇONS and Yohji Yamamoto (AD 14:[sp]). Buter primarily associates 
with these designers’ work because she feels that what they make is not “forced or 
over calculated” (Obs 6:273). She thinks that it is essential to be aware of trends and 
what is happening in the fashion world as her clients are aware, and they look and 
follow international fashion, lifestyle and design trends. 
“I [Buter] thinks you need to be aware of fashion trends because your clients follow 
trends. I keep fashion trends in the back of my mind, but I design my own interpretation. 
It is always better to formulate your own ideas and then adapt them to what is happening 
in the world (AD 17:[sp] translation from Afrikaans to English by author).17 
Although Buter is aware of international trends and her designs are informed by what 
is happening internationally, she does not see herself as a fashion designer, rather “I 
[Buter] am more of a lifestyle clothing designer. I create things that are not seasonally 
bound and trendy” (AD 4:[sp]). She believes that as a designer you need to formulate 
your own ideas first and then adapt your ideas to what is currently considered ‘on 
trend’. For Buter, it is vital to remain authentic and original, stating that “you have to 
be unique, you can’t copy” (AD 7:[sp]).  
4.2.3 Sharing a narrative through collections 
Superella collections have been presented annually at various Fashion Weeks and 
design platforms across South Africa since 2004. Buter admits that by doing fashion 
shows and presenting collections, she is forced to create new work (AD 4:[sp]). 
However, she feels that the challenge with presenting collections is to avoid the 
collection from becoming stale, therefore she endeavours to treat every outfit as if it is 
the only outfit and believes that every outfit should be able to stand by itself whilst 
representing the central idea of the collection (AD 10:[sp]). Designing individual outfits 
within a bigger narrative of a collection allows Buter to create a “certain type of look 	
17 This quote is translated from Afrikaans to English in this section of the article by AD 17:[sp].“Ek dink 
’n mens moet bewus wees van mode-neigings omdat jou kliënt modebewus is. Jy hou dus mode-
neigings in jou agterkop, maar doen jou eie ding. Dit is altyd beter om eers jou eie idees te vorm en dit 
dan aan te pas by wat in die res van die wêreld gebeur”. The translation of this article was done by the 
researcher. 
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for a certain type of woman” (AD 4:[sp]). Consequently, Superella collections consist 
of numerous stories within the overall story or idea of the collection.  
Buter says, “I don’t compromise on the ways I exhibit my designs. Sometimes onlookers 
don’t get my ideas as I showcase them but I am a strong believer in putting on a good 
show that will forever be remembered and even if sometimes the presentation is received 
as a little OTT [over the top]. My clients respect this about my brand because at the crux 
of it all, my clothes are very easy to tone down” (AD 7:[sp]). 
Upon winning the Nederburg Rare South African Fashion Finds competition in 2006,18 
Buter acquired a cash prize and a stand-alone show at Nokia Cape Town Fashion 
Week. For this collection Buter decided to reach out to friends and family to model the 
garments alongside traditional models, as seen in Figure 4.3 below, echoing her ethos 
that Superella garments and clients cannot be defined by size or age; rather, the 
personality of the wearer is what is important to Buter (Trans 1:93). 
 
Figure 4.3 – Nokia Cape Town Fashion Week - Collection 2006 
Designer Superella, photographer unknown, Nokia Cape Town Fashion Week, 2006 (AD 25:[sp]) 
In 2008 Buter presented a collection inspired by the song ‘Young at Heart’ by Tom 
Waits’; the lyrics go as follows: “Fairy tales can come true, it can happen to you. If 
you're young at heart. For it's hard, you will find, to be narrow of mind. If you're young 
at heart”. (AD 22:[sp]). Buter wanted to portray the carefree innocence of old age, 
“when we come full circle in our lives” (AD 22:[sp]). As mentioned earlier in this sub-
section, the narrative of a collection and the subtle nuances within the overall collection 
are of utmost importance to Buter. The narrative of this specific collection was all about 
	
18 The Nederburg Rare South African Fashion Finds 2006 competition was established to kickstart the 
careers of fashion designers already working under their own labels. The winner won a cash prize and 
the opportunity to present a new collection at Nokia Cape Town Fashion Week 2006 (AD 16:[sp]). 
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being young at heart at whatever age you were, so Buter used older women, ranging 
from 66 to 88 years old as models, as seen in Figure 4.4 below. 
 
Figure 4.4 – South African Fashion Week - Collection 2008 
Designer Superella, photographer unknown, South African Fashion Week, 2008 (AD 28:[sp]) 
Buter continued to explore the idea of ‘normal’ in her 2012 collection, more specifically 
the narrative of issues relating to women and domestication (AD 7:[sp]). She believes 
that fewer women in modern society can do ‘ordinary’ domestic activities such as 
cleaning or baking a cake from scratch. In this collection, she wanted to draw attention 
to the ‘ordinary’ activities that women used to do some time ago. For this collection, 
Buter created a fictional muse by juxtaposing the idea of a ‘futuristic housewife’ from 
2050, doing normal household things from 1950, such as washing windows, cleaning, 
and ironing clothes (AD 7:[sp]). To further emphasise the issue of women and 
domestication, she presented the collection on the sidewalk outside the Superella 
store, as seen below in Figure 4.5, showing her garments and the ‘normalness’ of 
everyday household activities to passers-by, and not just to an elite fashion week 
audience. 
  
Figure 4.5 – South African Fashion Week – Offsite – Collection 2012 
Designer Superella, photographer Simon Deiner, South African Fashion Week, 2012 (AD 31:[sp]) 
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Buter’s philosophy towards fashion shows, her clothing and the models that she 
chooses to use, interrogates the notion of what is considered ‘normal’ in the fashion 
industry. Buter mentions that ‘normal’ is important to her, “because I [Buter] think that 
my client is all women” and she does ‘normal’ things (Trans 2:11-14). Further, by 
presenting the collection on the sidewalk of the Superella store, she was able to 
contest the idea that designer clothing is reserved for ‘fashionable’ people, saying, “I 
make clothes for everybody” (Trans 2:11-16). 
4.2.4 Inspiration 
Superella clothing has an “idiosyncratic persona that recalls the simplicity of both 
Amish dress and Japanese minimalism; it is work-wear with a high-design aesthetic” 
(AD 3:[sp]). Her designs incorporate simple forms and shapes, drawing heavily on 
costume, folkloric and traditional wear for inspiration (AD 12:[sp]). More specifically, 
Buter’s clothing is based on items of clothing that have been worn for centuries, 
however, the items are not replications of traditional dress, but instead are used as a 
base to start from when designing new items (AD 14:[sp]; Trans 1:208-209).  
Buter’s heritage also plays an integral role in her designs; how she relates to, 
associates with and interprets items and events in her life forms the foundation of who 
she is (Trans 1:220-221,238-239). Her Dutch and Afrikaans heritage lives in her 
clothing, yet there is a beautiful symbiosis between her Dutch culture and also being 
African (AD 1:[sp]). Buter states even though her “Dutch heritage plays a strong role, 
I also think I am African” (Trans 1:239-240). She is of the opinion that there is a strong 
link between Dutch traditional dress and how African traditional dress has evolved 
since being influenced by the Dutch during the colonisation of South Africa.19 
Buter believes that what our ancestors wore plays a role in what one would wear today 
(Trans 1:212). She mentions that she notes this unconscious influence with her clients, 
saying “it's something that they like, but I also think they don't even know why” [they 
like it] (Trans 1:248-249). Buter suggests that DNA memory plays a particular role 
	
19 The relationship and possible links of influence between Dutch and African cultural dress were not 
further explored in this study. 
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when we choose what to wear (Trans 1:226-227),20 “it's just something that is in your 
DNA, it's just saying this is me, or this is not me” (Trans 1:249-250). 
Buter argues that if you consider “very full skirts, I mean if you look back on traditional 
stuff, that women wore it for centuries, you know peasant woman wore a full skirt for 
centuries, you know. And then it is the African, that...I have a lot of black clients and I 
think that there is something in their DNA that relates to me” and Superella clothing 
(Trans 1:222-225). 
In reference to DNA memory in Buter’s personal life, she recalls that as children both 
she and her sister liked to wear a string tied under their arms, across the chest, or 
items of clothing that fitted snugly across this area (Trans 1:214-216). Buter explains 
that she realised much later on in her life, after looking at folkloric and cultural dress 
books, that Dutch women wear aprons, bibs and shawls tied around the chest area 
(Trans 1:217-218). Similarly, in African culture, women tie a towel or a blanket around 
their chest to be able to carry a baby on their back. The emphasis of fit across the 
chest is visible in most of Buter’s collections, as indicated in Figure 4.6 below. 
 
Figure 4.6 – Fashion Week Collections 2004, 2005, 2006, 2008, 2009 
(left to right) 
Designer Superella, photographer unknown, South African Fashion Week, 2004 (AD:32[sp]); 
Designer Superella, photographer unknown, South African Fashion Week, 2005, AD:26[sp]; 
Designer Superella, photographer unknown, Nokia Cape Town Fashion Week, 2006, AD:31[sp]; 
Designer Superella, photographer unknown, South African Fashion Week, 2008, AD:28[sp]; 
Designer Superella, photographer unknown, South African Fashion Week, 2009, AD:35[sp] 
Buter mostly draws her inspiration from people on the street: workers, low-income 
earners and domestic workers (AD 10:[sp]). Despite their limited financial resources, 
the way that the ‘underprivileged’ and ‘workers’ combine work overalls with other 
clothing items is of particular interest and inspiration to Buter (AD 2:[sp]). She 	
20 Buter uses the term DNA memory in the context of cultural or historical dress, which influences a 
user’s product choice, suggesting that cultural dress subconsciously influences aspects such as fit, 
style, colour, or preference of fabric. No further exploration in the field of DNA memory or genetic 
memory was conducted (Trans 1:226-227; Trans 1:249-250). 
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especially finds the proportions, shapes and lines which transpire out of the 
combination of a wide variety of clothing items by these individuals, fascinating (AD 
7:[sp]; AD 10:[sp]). Buter states that, "my greatest design catalyst comes from 
observing urban domestic workers who express their uniqueness and individuality in 
the way they take their uniforms and make them their own, layering their overalls and 
aprons with their own clothes" (AD 24:[sp]). Buter finds the energy of downtown 
Johannesburg, especially Market Street, where she buys most of her fabric from, 
particularly inspiring. “The music, the people, the dirt, texture and the colours of people 
living in the inner city” all play an integral part and influence the shapes and proportions 
of her work (AD 10:[sp]; AD 17:[sp]; AD 15:[sp]).  
Buter believes that the ideas for her clothes are in her DNA (Trans 1:220); she draws 
inspiration from cultural dress (AD 7:[sp]; Trans 1:208-109), domestic wear (AD 
24:[sp]; AD10:[sp]) and what she refers to as DNA memory (Trans 1:252-253). 
However, Buter says, “I just look everywhere. But then you always, it is always a 
feeling. So you almost looking for something to reaffirm a feeling” (Trans 2:53-55). 
4.3 PRODUCT AND SERVICE EVALUATION 
The category ‘Product and service evaluation’ within the Wolf and McQuitty (2011) 
DIY Motivator Framework deals with product and service evaluation. The following 
sub-sections aim to present the findings from the data in relation to the Superella store, 
how the garments are made and sold, and Buter’s aim to solve the everyday problem 
of getting dressed. 
4.3.1 The Superella Store 
When visiting the Superella store, you are welcomed by a big handwritten Superella 
logo expanding across the windows and black exterior walls of one side of the building, 
with the tongue-in-cheek statement “very much nice”, confirming Buter’s maximalist 
views, on the other side, as illustrated in Figure 4.7 below. More is more for Buter, who 
is greatly inspired by old, found objects and these influence both the clothing that she 
makes and the décor aesthetic of the Superella store (AD 12:[sp]). Buter is quoted by 
AD (12:[sp]), describing the interior of the store as: “my shop decor is about ‘something 
out of nothing’ or to use old found objects in new ways”. There is a little bit of “very 
much nice” in every corner of the store (AD 13:[sp]). 
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Figure 4.7 – Exterior of the Superella Store 
Dirk de Waal (photographer), Exterior of Superella Store, 2019 (AD 30:[sp]) 
The Superella store is described as a "magical haberdashery basket packed with 
unexpected surprises" (AD 6:[sp]), filled with paper ducks and Clockwork Orange 
bowler hats (AD 19:[sp]). The clothing is displayed in second-hand wire lockers on the 
sidewalk, with thought-provoking messages on the pillar by the front door, which 
welcomes you as you step into her ‘fashion’ world (AD 11:[sp]). Most of the elements 
within the shop are second-hand ‘found’ objects or items from yesteryear. An old 
mattress structure, wooden hangers, meat hooks, bric-à-brac and books are all 
repurposed to create a functional environment for the garments (AD 21:[sp]). The 
grouping of the objects in the store is highly specific, almost museum-like, however, 
there is always a sense of humour (AD 21:[sp]), as illustrated in Figure 4.8 below. On 
a metal shelf in one corner of the store rests an assortment of Russian dolls, above 
which stands a jar filled with plastic toy lions, books and a few snow globes; Buter 
explains that, “I like things that make me laugh” (AD 21:[sp]; AD 13:[sp]).  
 
Figure 4.8 – Interior of the Superella Store 
Dirk de Waal (photographer), Interior of Superella Store, 2019 (AD 30:[sp]) 
Buter rarely buys new things, finding the weight of new objects ‘cheap’ and dull, 
preferring to buy second-hand items, as these items have more character (Obs 6:225). 
Even her bed was bought in 2002 from a second-hand store in Bloemfontein. She 
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liked the fabric of the bedding so much that she used it for a jacket in her 2002 
graduation collection. The structure of the mattress has been turned into a display unit 
in the store, and she still uses the base of the bed (Obs 6:227).  
There is a strong empathic relationship between Buter and the objects that she 
collects, especially fabric, paper, books and her own clothing. Buter does not discard 
clothing items, instead, she mends them, so that she can wear and enjoy them even 
longer (Trans 1:188-189). Buter says that she “will never have ‘that dress’ again, in 
‘that fabric’ and [in] ‘that fit’, the fabric changes over time and so does the way the 
dress feels” (Obs 3:63-65). She patches and mends her own garments, similarly to 
the age-old method used by Japanese peasant farmers, who repair and patch their 
clothing, to preserve and prolong the lifespan of a garment, using leftover pieces of 
fabric; this is referred to as Boro textiles.21  
Boro textiles also exemplify the Japanese aesthetic of ‘Wabi-Sabi’, in that the textiles 
reflect the beauty of natural wear and use. 22 These Japanese philosophical views 
greatly influence Buter's aesthetic and world-view, and the influential essay on Wabi-
Sabi, “In praise of shadows” by Jun’íchirõ Tanizaki is one of the numerous books in 
the store, and one which Buter cherishes greatly. The aesthetic of Wabi-Sabi is often 
described as one of beauty that is “imperfect, impermanent, and incomplete” (Koren 
1994).23 In line with the concept of Wabi-Sabi, Buter finds the most basic, natural and 
normal objects interesting, captivating and beautiful, as seen in Figure 4.9 below. 
Buter’s favourite colours and materials are bare wood, paper, and fabric, with her 
preferring surfaces that age well and become more attractive as they exhibit changes 
over time (AD 12:[sp]). 
	
21 Boro is a class of Japanese textiles which are mended or patched together. Boro predominantly 
signifies clothing worn by the peasant farming classes, who mend their garments with spare fabric 
scraps out of economic necessity. In many cases, boro garments would be handed down over 
generations, eventually resembling a patchwork after decades of mending (Boro Textiles 2017). 
22 The aesthetic of wabi-sabi is considered to be a worldview, which is centered on the acceptance of 
transcience and imperfection. The aesthetic is sometimes described as one of beauty that is "imperfect, 
impermanent, and incomplete”. Characteristics of the wabi-sabi aesthetic include asymmetry, 
roughness, simplicity, austerity, modesty, intimacy and appreciation of the ingenuous integrity of natural 
objects and processes (Wabi Sabi 2017). 
23 The view of Leonard Koren (1994) on Wabi-Sabi is essentially derived from the Buddhist view of 
existence, namely: impermanence (anicca), suffering (dukkha) and absence of self (anattā). 
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Figure 4.9 – Interior of the Superella Store 
Dirk de Waal (photographer), Interior of Superella Sstore, 2019 (AD 30:[sp]) 
Buter embodies the philosophy of Wabi-Sabi as she nurtures all that is authentic to 
her by acknowledging that nothing lasts, nothing is finished, and nothing is perfect. 
The fluid and impermanent quality of objects and life applies to the Superella store, 
where, every six months, Buter redecorates the space with a completely new idea, 
creating an almost entirely new world for the collections to live in (AD 12:[sp]). The 
store is transformed into a magical world filled with a “hoard of playful items bringing 
together the genius of Superella” (AD 9:[sp]). The store always has a unique story, 
and the collection has a story, but they work together, and that is why it is imperative 
to Buter to change the store with a new collection (Obs 4:120-122). The Superella 
store continuously evolves, and the story of the store spills onto the sidewalk, 
displaying the narrative of the collection (AD 1:[sp]. The sidewalk displays and the 
interior of the store are not just marketing ploys to attract new customers into the store; 
everything that Buter does is carefully curated and on display (AD 11:[sp]).  
4.3.2 Making of Superella garments 
Buter does not hide her working environment; on the contrary, the manufacturing of 
the garments happens in full view of anyone entering the store. Buter’s small CMT is 
inside the Superella store, 24 giving customers an insight into how the clothing is made 
(AD 9:[sp]). From the drafting of the patterns, grading,25 and cutting to the sewing of 
the final product, all of the processes are visible to the customer as seen in Figure 
	
24 As opposed to full factory manufacturing, CMT manufacturing or cut-make-trim is the usual choice 
by smaller, independent designers. CMT manufacturing involves the cutting of the garments, the sewing 
and finishing of the item with the selected finishings or trims as specified by the designer. 
25 The process of changing the size of a finished pattern is called grading. Pattern grading is the process 
of turning the base size or sample size patterns into additional sizes using a size specification sheet 
or grading increments. 
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4.10 (Obs 4:106). When entering the store AD 11:[sp]) writes “it reminded me of the 
way I felt when restaurants first opened their kitchens so you could see right into them 
- it somehow makes you feel connected to the experience by making it real, authentic 
and unique, seeing what you are going to buy take shape in front of your eyes”. 
 
Figure 4.10 – CMT inside the Superella Store 
Dirk de Waal (photographer), CMT inside the Superella Store, 2019 (AD 30:[sp]) 
Buter employs two tailors, one garment cleaner and a person who does the ironing; 
she also has a part-time assistant who helps with cutting and looks after the store 
some weekends (Obs 4:97-105). However, Buter does all the patterns, grading and 
most of the cutting herself, but feels that grading is “one of the worst things on this 
planet to do because it is boring” (Trans 1:54-56). Buter prefers to do the cutting 
herself because it eliminates mistakes such as cutting incorrect panels (Trans 2:128–
130). 
All of the Superella garments are produced in-house, which allows Buter to make 
smaller collections, and replenish and replace items throughout the season (Trans 
1:65). Buter also believes that it is more practical and controllable for her to make 
everything in her own studio, as she can decide to “make three things or thirty things” 
(Trans 2:103-104). However, having the CMT in the store has its challenges; Buter 
states that “there are days that you wish that you can just concentrate on your work, 
but you have to serve clients also” (AD 12:[sp]).  
Buter believes that the shop requires consistent engagement with her customers, to 
suggest styles and shapes according to their body types, explaining the idea behind 
the garments and suggesting how the items could be worn with other items of clothing 
(Trans 1:154-156). Having the CMT and the shop together allows Buter to engage with 
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her clients; it also “keeps the space alive, and people realise that clothes don’t fall from 
the sky, but are made by human hands” (AD 12:[sp]). 
4.3.3 Other retail avenues 
It is crucial to Buter to help her clients in selecting garments that work for them, not to 
make a sale or to force an item onto them, but rather to guide them in deciding on an 
item. Buter says, “I really believe that if it works for you, it works, if it doesn't, it doesn't” 
(Trans 1:152). Buter sees herself in an advisory capacity, stating, “I see a certain body 
shape come in, I know already what would work for that, and I will give her those 
options” (Trans 1:154-155). The interaction and engagement between Buter and her 
clients seems to be a key ingredient in the success of the Superella label, which aligns 
to Buter preferring not to sell Superella items in consignment stores. 
Buter states that she believes less and less in consignment stores,26 as they do not 
take any risk, leaving the designer taking all the risk. She adds that she feels that it 
would be better if consignment stores committed and bought items; that way the risk 
of items not selling would be shared between the store and the designer (Trans 2:218-
219). Buter feels that when stores do buy products, they are more committed and 
invested in the selling of the items as the risk is higher for them (Trans 2:244-245). If 
consignment stores do not buy the items, the designer sits with all of the unsold items 
at the end of the season (Trans 2:234-235). Also, Buter says that the product becomes 
too expensive with the additional commission. Furthermore, she does not like the 
restrictions which consignment stores place on a designer to supply a specific number 
of units and styles, which need to be delivered by a set date (Obs 4:117-119).  
Over the years, Buter has supplied consignment stores across South Africa, such as: 
Just, The Space, Cookie, Merchants on Long, Mungo & Jemima and The President. 
Buter reflects that “my stuff almost looked like blocks of wood with all of the frilly stuff 
around it, it looked like these alien garments, in a shop that just had frilly girly stuff” 
(Trans 2:239-240). Buter stocked Jacques van der Watt’s store, Black Coffee, when 
she started her label but said that it was different with Black Coffee as they bought 	
26 A consignment store is a retail store that provides space for a designer to display and sell their 
product. The store decides what they are willing to sell based on their clientele; also, the store adds a 
percentage onto the selling price as their commission. If an item does not sell after a certain period of 
time, the designer will retrieve the items  from the consignment store. 
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items (Obs 4:112). Buter also enjoyed stocking The President in Cape Town as it was 
only her and one other designer, Richard de Jager, participating, and they were able 
to work together with the store as to how the garments were displayed and sold.  
Buter speaking about stocking The President, “It wasn’t a fashion store, it was a space 
that sold beautiful things. I also felt that because it was only Richard [de Jager] and me, 
the clothes represented the [whole] “collection” and wasn’t watered down by stuff that 
doesn’t work with my product, frilly things” (Obs 4:113-116) 
In general, Buter feels that her product is misrepresented in other stores, saying: “the 
clothes live in the space, and the space needs to work with the clothes” (Obs 4:120-
122).27 Also, not being able to sell the whole collection is a problem for her, as she 
feels that diversity is essential; it is crucial to her that the client sees the entire range 
instead of a watered-down version with a limited number of items (Trans 2:241-243). 
None of the consignment stores that Buter has supplied over the years ‘worked’ for 
her and she feels that it is better to sell the product herself (Trans 2:236-238). If it was 
another product, she might consider it, mentioning that perhaps she will consider doing 
pop-up stores in the future, where she is in control of the stock, the representation of 
the product and, ultimately, the engagement with the client (Trans 2:248-249).  
4.3.4 Solving the problem 
Buter feels that every morning people get up and need to get dressed, and her main 
aim is to solve that - the basic need to clothe the body (AD 14:[sp]; Trans 1:121-123). 
Buter says that “the problem is you cannot walk around naked...yes, so we all have to 
get dressed every day” (Trans 1:132-133). Solving the inevitable ‘problem’ of ‘what to 
wear’ is Buter’s primary aim, endeavouring to offer a long-term solution rather than a 
short-term one through the garments that she designs (Trans 1:124-126). Buter aims 
to create solutions, and she believes that solutions are everything (Trans 1:192).  
Buter says, “I think that is the difference between a male designer and a female designer, 
is that you...I want to solve my problems, and by solving my problems I solve other 
women's problems” (Trans 1:86-89). 
	
27 Traditionally, consignment stores sell a smaller selection of the whole collection, only stocking items 
which would work for their market. A store that is owned and operated by the designer allows the 
designer to present and sell the whole collection, rather than a smaller selection of the full narrative. 
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Buter feels “it is very important to solve that for people because you can see it is 
difficult for people” as people’s lives are busy (Trans 1:130-134). Buter believes that 
clothing is there to enable the wearer and she designs clothing to help herself, and 
her customers, through a ‘normal’ day, by designing garments which are comfortable, 
multi-functional, simplistic in design and trans-seasonal (AD 12:[sp]; Trans 1:130-132; 
Obs 4:130,141). It is essential to Buter to get her clients through a ‘normal’ day rather 
than getting them through a "special" day (AD 3:[sp]; Trans 2:21-22). She says “I really 
don't believe in special occasions, I believe that you know, but even in my own life I 
look the same everywhere I go. So if I go to church, the beach or [laugh]...for me, this 
is just me, in any situation” (Trans 1:134-136). 
Comfort and ease in wearing a garment is a crucial component to Buter when 
designing new items (AD 12:[sp]; Trans 1:120-121). She believes that women should 
be able to go about their day with ease (Trans 1:138-140), unhindered and unrestricted 
by the clothes they wear (AD 23:[sp]). Superella garments are considered to be 
wearable, and the designs are about comfort and functionality (AD 14:[sp]). Buter aims 
to create ease and simplicity in the process of getting dressed by being able to “just 
give her [clients] something, that she can get up, throw on and go on, you know” (Trans 
1:137-138), through designing garments which are comfortable and easy to combine. 
Paradoxically, although Buter says that clothing should be comfortable, she states that 
it is sad that even the most creative people in the world still often only wear jeans and 
T-shirts because they think they are comfortable (Trans 2:24-25). Buter says that if 
one considers the creative individuals at events such as Design Indaba, where one 
would imagine an artistic dress sense, most people there wear jeans and T-shirts 
(Trans 2:26-28). She continues that even on a global scale, if one considers, for 
example, “Jonathan Anderson that makes extreme clothes for men, he himself only 
wears jeans and T-shirts” (Trans 2:28-29). 
Even though clothing has to be comfortable, Buter believes clothing does also 
represent how we feel, both emotionally and physiologically, and how we want to feel. 
Buter says that “her clothing has a feeling and she wants her clients also to feel that 
feeling” (Trans 2:77-79). In Buter's opinion, if one of her clients truly knows how they 
are feeling, they already have an idea in their heads of how that feeling would translate 
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into the clothing that they buy and wear, however, Buter believes that most people do 
not think that way (Trans 1:166-167).  
Buter explains further that at “the end of the day I [Buter] really believe that it is a feeling, 
and not a, actually, it is never about how you look. So I [Buter] am 100 per cent, it's all 
about how you feel, so I [Buter] can immediately see, as soon as a person puts on 
something, if it is them or not, and they also immediately feel it, and then that's it, ja. So 
it is a, you know, you don't even have to look in the mirror if you feel that this is me, you 
know, so it is about that person and if they relate to it” (Trans 1:156-161). 
Buter says that she can see the change in a person when they try on one of her 
garments, and that you can also see when they do not relate to it, as they immediately 
start fidgeting, seeming uncomfortable, and you can see that they do not feel right 
(Trans 1:167-169). As Buter is an integral part in the selling of the garments, she is 
very open to saying to a client “Please, don't, it's not your thing” (Trans 1:169-170). 
Echoing her philosophy that one should never push items onto people, instead, she 
wants her clients to engage more with what they buy, and she wants them to buy 
differently (Trans 1:79-81; Obs 2:45-46). 
AD 4:[sp} quotes Buter in saying that “I love when they [clients] identify with what I make 
and if you see someone in your dress and they look amazing and it does something for 
them, it is fantastic” (AD 4:[sp]). 
Superella garments are special, unique and different, and they are little pieces of ‘art’ 
that are bought because the wearer associates with the item of clothing at a much 
deeper level (Obs. 5:209-212). However, Buter herself feels that her garments are not 
‘art’; she does not feel emotional about the clothing that she makes, and she sees 
them as just products (Trans 2:177, 187-188). When she started the label, she says it 
was all about ‘dread’ and being artistic, but she soon realised that one must just do it, 
one cannot over-conceptualise things (Trans 2:184-185). Buter thinks that the most 
significant thing you can do as a designer is to remove the emotion out of the “stuff” 
that you make, as the “emotional experience becomes heavy and complicated” (Trans 
2:181-183).  
However, some of her clients are more emotional about the product that she makes; 
“they love the product” (Trans 2:185-186), and they attach great emotional value and 
meaning to the items, and other clients will only wear Superella garments (Trans 
1:148). Superella clients know what they want, and Buter feels that she is the last 
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person to convince a client to buy something (Trans 1:81-82); they already know what 
they want, “so I don't have to tell them what they want, as they know what they want” 
(Trans 1:97-98). 
Buter says “they must just take what I do and hopefully, you know, build on themselves 
[laugh]. I'm not…I don't believe in saving anybody [laugh]. They must save themselves” 
(Trans 2: 171-172). 
Buter believes in individual style and considers Superella clothing to be just product, 
which should be combined with other clothing items. Buter states, “The individual is 
more important than what I do” (Trans 2:169-171). AD 2:[sp] quotes Buter as saying: 
“individualism is the best way to go - to be yourself through what you wear” (AD 2:[sp]). 
Buter will often tell her customers that they should buy basics somewhere else, and 
buy Superella garments as ‘something different’ to wear with the basics, allowing her 
clients to create an ‘outfit’ themselves and not consume a pre-described ‘look’ (Obs 
4:131-133). Buter herself does not wear everything that she makes or designs, so she 
does not think that her clients should only wear Superella clothing (Trans 2:150-151).  
Superella garments are for someone who is looking for something different, and the 
garments are for someone who wants to stand out in a crowd (Trans 1:73-74). It is 
difficult to pin the Superella client down, yet Buter says that her client is very particular, 
“she is modern, she's not, you know, she's not a jeans and T-shirts person, she is 
somebody that wants something individual, you know, that wants to stand out” (Trans 
1:77-78). Buter continues to describe her client as someone who “is comfortable, self-
confident and not afraid to be who she is” (AD 17:[sp]).28 Buter feels that her clients 
cannot be classified by age or skin colour, or any other ‘thing’, believing that her clients 
are just people who know what they want and identify with Superella items (Trans 
1:75-76).  
The relationship that Buter has with her clients extends beyond making sales; one of 
her clients brought back garments that she had not worn after a couple of years. The 
client did not want a refund, but also did not want to throw them away, so Buter sold 
the items on the sale rail, and the client continues to buy Superella clothing (Obs 2:40-
42). Some of Buter’s other clients will bring back items for alterations and adjustments. 
Buter mentioned that one client waited six years to bring back a jacket to ask if the 	
28 Quote by AD 17:[sp] was a translation from Afrikaans to English by the author. 
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sleeves could be made a little narrower, which Buter finds exceptionally frustrating, “I 
[Buter] mean people don’t take something back to a retailer asking them to change 
the style” (Obs 6:262-264). However, Buter does oblige clients bringing items back, 
asking her to make changes according to their ideas. Some loyal clients will also bring 
in fabric or buttons that they bought on an overseas trip or that they inherited from a 
special person with which to have a Superella garment made (Obs 1: 16-17; Obs 
4:158:160). 
Superella customers are an integral part of the success of Superella, and Buter sees 
it as a 50/ 50 relationship between herself and her clients; however, the real success 
for Buter is if she “can move people emotionally” (AD 4:[sp]). 
4.4 SUMMARY OF DESIGN PRAXIS 
The previous two sub-sections provided an overview on the designer Ella Buter, as 
well as her clothing label, Superella, in relation to the DIY Motivator Framework (Wolf 
& McQuitty 2011). The following sub-sections aim to provide a summary of the design 
praxis, presenting Buter’s approach to garment construction, pattern making, use of 
multi-functionality and designing garments that are trans-seasonal, focusing on 
products that are of superior quality. 
4.4.1 Construction and patterns 
In the beginning, Buter made all of the garments herself, saying that she made items 
that she needed herself, and that she wanted to sew, and that the primary motivation 
for making clothing was not to make sales (Trans 1:66-67). However, Buter finds 
sewing on a sewing machine utterly boring, as you cannot, for example, move the 
machine to under a tree, saying that you are stuck where the machine is, and she 
does not like being caught in a single place (Trans 2:154-157). She continues that she 
enjoys hand sewing and knitting as you can take it anywhere; there is more freedom 
in handwork, and it is not as limiting as sewing on a machine (Trans 2:157-160). 
Buter does not like to do unnecessary things; she finds them a waste of time and is 
always searching for ways to simplify processes, the garments that she designs and 
her life in general. When she started the Superella label she only had the sewing 
machine that her mother had bought her 20 years earlier; the machine could only do 
	 134	
straight sewing and zigzag, and did not have any speciality feet or functions. The 
limitations of the sewing machine became one of the reasons why there are no 
buttonholes in any of the Superella garments; instead, Buter makes loops out of bias 
binding. 29  Furthermore, right from the beginning, Buter did not use zips in her 
garments, as she does not like putting in zips, and prefers to have drawstrings or an 
elasticated waist in her pants and skirts (Trans 1:44; Obs 6:296-297).  
Buter also does not have facings in her garments, preferring to finish off necklines and 
armholes with bias binding, as she finds the process of making patterns for facings, 
the additional cutting and fusing, unnecessary and a waste of time (Trans 2:212). 
Furthermore, she considers herself not to be a good pattern maker (Trans 1:44-46), 
and considers pattern making and grading to be tedious, thus preferring to make one-
size garments, circumventing the process of grading a broader size spectrum (Trans 
1:55). More recently, Buter started making smaller one-size and bigger one-size 
garments, and by doing so believes that she has solved her problem of which sizes to 
make (Trans 1:59-61). Buter feels that having multiple sizes complicates her life, the 
design process and manufacturing, and by having more one-size items she thinks that 
she is able to solve a lot of her own problems (Trans 1:56-58). 
At college, Buter was introduced to a dart-less pattern block, which has become the 
base for her collections (Trans 1:50-51; Trans 2:43). Buter says that even though she 
does not like drafting patterns or grading, she considers the patternmaking stage to 
be an essential part of the development of styles and new collections (Trans 2:117).30 
Buter argues that a lot of miscommunication takes place between a designer and a 
patternmaker, as the point of reference and understanding of the desired proportion is 
different between the designer and the patternmaker (Trans 2:122-123). Buter 
explains that a patternmaker might be very skilled in what they do, but use older or 
	
29 Bias binding is a narrow strip of fabric, cut at a 45 degree angle, that is joined together to make a 
continuous strip. Bias binding is mostly used in making piping (or drawstrings), the binding of seams 
and finishing edges such as armholes, hemlines and necklines on garments. Bias binding is used to 
finish off garments instead of using a facing. 
30 A pattern is the template from which the components of a garment are traced onto fabric before 
cutting them out for assembly. A block pattern is a basic pattern from which other patterns for different 
styles can be developed. Darts are used in a pattern block to shape the garment according to the 
desired silhouette and the shape of the body. A dart-less block does not have any darts, thus the 
garments are loose-fitting by nature. 
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more conservative approaches and techniques, such as darts to shape and make a 
garment more fitted (Trans 2:124). 
The traditional view, of a garment being skin tight or form-fitted, is not relevant to 
Superella garments; thus Buter prefers to make all of the Superella patterns herself, 
using a dart-less pattern block (Trans 2:113-115). More recently, Buter has been 
drafting fewer patterns (Trans 2:209-210), as the proportions of her garments and the 
construction of them have become even more straightforward. Lately, she has taken 
a basic shape, such as a square or a rectangle, and just added her own measurements 
onto the shape to create a garment (Trans 1:46-47), as seen in Buter’s pattern 
notebook (refer to Figure 4.11 below). 
 
Figure 4.11 – Buter’s Pattern Notebook 
Dirk de Waal (photographer), Buter’s Pattern Notebook, 2019 (AD 30:[sp]) 
Buter is known for using simple, big shapes, such as squares, rectangles and triangles 
in her garments (AD 10:[sp]; AD 14:[sp]), often limiting the proportion of the garment 
to a single basic shape. Buter creates a shape around the body rather than 
emphasising the shape of the body, saying that she designs a “shape that hides the 
shape” (AD 14:[sp]). How the shape of the garment would fit on the wearer is a 
fundamental consideration in Buter’s design process, as she feels it is essential that 
the shape of the garment touches the wearer where they ‘need’ or ‘want’ to be touched 
(Trans 1:163-164). Buter often uses functional shapes as the starting point in her 
designs (AD 23:[sp]), as seen in her 2009 collection (refer to Figure 4.12), where Buter 
used a square as the base shape for designing the whole collection. 
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Figure 4.12– South African Fashion Week - Collection 2009 
Designer Superella, photographer unknown, South African Fashion Week, 2009, AD:35[sp] 
Also, Buter believes it is much easier and simpler to cut and sew basic shapes and, in 
general, her patterns, proportions and the shapes of the garments are basic, simple 
in design and straightforward (Obs 7:322). Her simplistic approach to design, patterns 
and construction is similar to the basic ‘anyone can sew it at home’ way of making 
clothing (Obs 6:292-298). For Buter, it is all about practicality, and most of her thought, 
design and construction methods are influenced by her aim to simplify and make her 
processes more practical (Trans 1:63-65). This view also extends to Buter’s aim of 
wanting her clients to get on with their day without spending too much energy or time 
deciding what to wear (Trans 2:34-35). Buter wants to give her clients a ‘uniform’ to 
wear, designing garments which are unique, simple and easy to combine with other 
items of clothing (Trans 1:130). 
4.4.2 Multi-functionality 
Multi-functionality is another characteristic of Superella garments, whereby most of 
the garments are not just one garment; they are multi-functional, and can be changed 
into various styles by a simple fold, tying or by buttoning the garment differently (AD 
20:[sp], AD 23:[sp]; AD 12:[sp]). The garments are never what they seem; with the 
change of a button the wearer can change the function of the garment and express 
their individuality, functional needs and aesthetic ideas (AD 9:[sp]; AD 5:[sp]). 
Further, Buter also designs a considerable number of garments that can be worn back 
to front, allowing the wearer to engage with and create an entirely different look by 
wearing the garment the other way round (AD 7:[sp]). Buter explores the idea of multi-
functionality further, designing ‘half garments’ where “two sides become one” (Trans 
2: 57-59). The idea behind ‘half garments’ is for the wearer to combine different 
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components of a garment, by buttoning and tying the components together to create 
a uniquely different garment altogether. Buter has been using the idea of ‘half 
garments’ from very early on, as seen in Figure 4.13 below, which is from her first 
South African Fashion Week Collection in 2004. 
 
Figure 4.13 –South African Fashion Week - Collection 2004 
Designer Superella, photographer unknown, South African Fashion Week, 2004 (AD:32[sp]) 
In the “I am…” collection presented at South African Fashion Week in 2018, the 
researcher participated as a participant-observer in the development, planning and 
presentation of the collection. In the collection, Buter returned to the idea of ‘half 
garments’ through exploring the narrative “I am…”, inviting four young social media 
influencers to reflect on and question who they are. Buter, together with the researcher 
and the influencers, worked on translating their statements into ‘protest posters’ for 
the representation of the collection (Refer to Figure 4.14).  
 
Figure 4.14 – South African Fashion Week - Collection 2018 
Designer Superella, photographer Ilze le Roux, South African Fashion Week, 2018 (AD:33[sp]) 
Further, in this collection Buter took a look back at what she had done in previous 
collections (Obs 7:328), stripping away the concepts behind a garment to end with a 
single idea (Obs 7:325), which was “to meet the body with a shape” (Obs 7:344). The 
collection consisted of four concepts or ‘stories’ worn over each other by the four 
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influencers (Obs 7:333-339), with each layer representing and revealing a central idea 
within the overarching concept. 
The first layer, made from calico, formed the base or undergarment.31 In this layer, the 
large, oversized garments were tied back and excess fabric folded away to create a 
sculptural base shape or silhouette for the other layers (Obs 7:339). The second layer 
was inspired by the idea of two sides, where garments could be worn back to front 
(Obs 7:338). This layer also featured several ‘half garments’, where Buter played with 
the idea of two extremes, with two different types of garments, such as a dress and a 
top, becoming a new garment (Obs 7:337). The third layer referenced her 2009 
collection, with all of the items being made up from squares. These ‘square scarf-like’ 
garments could be worn in various ways by interchanging the undefined neck holes 
and armholes (Obs 7:335). The final layer comprised of blankets that covered up the 
three under-layers. 
The layers within the collection represented the de-layering of the wearer’s view of “I 
am…”. The collection was a winter collection, which is a very short season for Buter; 
however, Buter was able to use the idea of layers to successfully showcase the trans-
seasonal qualities and multi-functional aspects of Superella garments. 
4.4.3 Trans-seasonal 
Buter says that traditionally, every season, designers will bring out whole new 
collections with all new styles that are based on trends, with styles being out-dated 
and replaced. She believes that this is unnecessary and that it creates additional 
stress, saying that she still makes dresses from when she graduated (AD 4:[sp]). Buter 
does design collections or rather ‘stories’, as she prefers to call them, each season. 
However, there is no specific date or timeline that she works towards when she 
develops a new collection saying, “it’s a feeling” (Obs 1:7), “winter needs to be ready 
on the first cold day, whenever that is…” (Obs 4:125). Most of Buter’s winter sales 
happen in the first two weeks of the season; thus, she produces a smaller winter range, 
as it is a very short season (Obs 4:126-127). Instead, she continuously introduces new 
styles or new versions of a style during the season, in place of a whole new collection, 	
31 Calico is a plain-woven textile made from unbleached and often not fully processed cotton. Calico is 
often used in craft projects or by fashion designers to test and try new ideas or construction methods. 
(Calico. 2018. [O].). 
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thereby making Superella collections undefined, as they grow and develop throughout 
the season. 
Buter does not believe in designing a garment to be worn for a set period or season; 
rather, she considers her clothing to be trans-seasonal, whereby the garment can be 
worn across seasons and for a extended period (Obs 4:130,141). Buter explains that 
the basics form the core of the Superella collection, and she then makes items that 
are ‘seasonal’ to go on top of the basics (Trans 1:113-114). Buter considers her basics 
to not be fashionable, saying that they are ‘functional’ items that cover the body (Trans 
1:111-112). She explains further that not all of the items from a season would fall or 
work within the silhouette of the new season, however, the basics from one season 
will form the base for consumers to wear new items with (Trans 2:66-68).  
Buter repeats a considerable number of styles and silhouettes from previous seasons 
when designing a collection, as she feels there is no need to change a style completely 
if it already works (Trans 1:53). The ‘baby doll dress’, which is one of her bestsellers, 
is from her graduation collection; likewise, the ‘Dutch pants’, which Buter says is the 
only trousers design that she genuinely believes in (Trans 1:199-201; Trans 1:206-
207). The cubed box pinafore from the 2008 Square Range has become one of the 
trademark Superella garments and is still one of the most popular items bought (Trans 
1:195-197). 
4.4.4 Quality garments and fabric 
Buter does not see some of her loyal clients for a long time, and when she does see 
them again, they say that they are still wearing garments from eight years ago (Trans 
1:174-175; Trans 1:181-182). Wearing garments for an extended period is also 
evident with Buter, who says, “I'm still wearing things that I've probably made fifteen 
years ago”, and these older items are some of her favourite garments (Trans 1:183). 
Buter admits that sometimes the detail on the garments, such as the bias binding or 
the pockets, will wear down, but that is “because I [Buter] put keys in my pockets, so 
the fabric does just wear down because of the actual stuff that was in the pocket” 
(Trans 1:186-188). She expects the garments that she makes to last for five to ten 
years, and believes that her garments should be easy to care for, saying “you must be 
able to pop it into a washing machine” (AD 4:[sp]). She does not have complicated 
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washing instructions in her garments and handwrites the fabric breakdown and 
washing instructions on the swing ticket herself (Obs 6:234-236). When Buter started 
Superella, the entire swing ticket was handwritten, as illustrated in Figure 4.15, but 
now ‘Superella’ is printed. However, she continues to write the garment details and 
the price on the swing ticket by hand (Trans 2:137-138). 
 
Figure 4.15 – Original Handwritten Swing Ticket 
Dirk de Waal (photographer), Original Handwritten Swing Ticket, 2019 (AD 30:[sp]) 
According to Buter, to be able to produce garments of superior quality that will last 
longer requires the use of excellent quality fabrics (AD 7:[sp]; Trans 1:185). Buter 
considers natural fibre fabrics such as calico, linen, bull denim and cotton to be better 
quality (AD 17:[sp]), light-heartedly stating that to wear polyester, a synthetic fibre 
fabric, is like wearing plastic (AD 10:[sp]). Buter notes that better quality fabrics and 
products equate to fewer sales because of fabric and labour costs; however, it is 
imperative to her that her garments are of good quality so that the garments can last 
longer (Trans 1:190-191).  
Fabrics have always been the starting point in the development of new styles for Buter, 
and when she selects fabrics for a new season, she considers the composition of the 
textile (natural versus synthetic), the weight, texture and colour (Obs 4:134-136). Buter 
believes that fabric has its own narrative, so feels that fabric is crucial to the success 
of a style as the fabric adds to the overall narrative of the garment (Trans 2:59-62). 
She mostly uses natural fibres that are not luxurious or overly expensive; they are 
instead considered to be basic textiles, such as calico, linen, bull denim and cotton 
(Obs 5:206). Also, Buter often uses fabrics that are considered traditionally African 
textiles, such as Tsonga floral, Venda striped cotton (see Figure 4.16), or Maasai 
blankets, as illustrated in Figure 4.17.  
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Figure 4.16 –Venda Striped Cotton 
Dirk de Waal (photographer), Venda Striped Cotton, 2019 (AD 30:[sp]) 
 
 
Figure 4.17 – ‘Maasai Blanket’ (left) and ‘Scottish Check’ (right) 
Dirk de Waal (photographer), ‘Maasai Blanket’ (left) and ‘Scottish Check’ (right), 2019 (AD 30:[sp]) 
Buter feels that there is an Eastern minimalist aesthetic to some of the African textiles, 
yet the fabric is designed in Europe but is also African in design. Buter often juxtaposes 
textiles in her garments, using Maasai blankets and Scottish checks together with 
ease, blurring boundaries between what is considered African and what is viewed as 
European, as illustrated in Figure 4.17 above. The juxtapositioning of textiles in her 
garments is not always intentional, as she mostly uses fabrics that are immediately 
available to her. Buter says that even though she would like to use all-natural textiles 
for her garments it is not always possible, as what is available is very limited and 
natural fibres are extremely expensive (Trans 2:105-107). 
Furthermore, Buter designs smaller collections and retails fewer items, combined with 
the limited availability of good quality fabric, she is almost entirely reliant on what fabric 
is obtainable to her (Trans 2:84-87). Buter says that sometimes she is lucky and finds 
50 metres of fabric, allowing her to cut a broader spectrum of sizes and styles, but on 
other occasions, she will only be able to find ten metres (Trans 2:84-85). Buter says 
that ultimately the amount of fabric that she has determines the number of units, styles 
and sizes that she can make (Trans 2:84-87). However, when she finds a smaller 
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piece of fabric that she thinks is beautiful and believes will work perfectly for the 
collection, she designs a one-size garment (Trans 2:105-107). 
The quality of fabric and garments is crucial to Buter, who says that her whole business 
is built on quality, excellent craftsmanship (AD 11:[sp]) and beautifully made garments 
(AD 18:[sp]; AD 14:[sp]). She believes that is why her clients return, saying that “so far 
I believe that I have had a rather good track record in regards to quality” (AD 4:[sp]), 
which enables her to make garments that last longer and that are “something that you 
can really wear” (Trans 1:180). 
4.5 CONCLUSION  
In conclusion, it is worth noting that Buter’s approach to her design praxis reveals that 
she has a holistic worldview that influences her praxis and that is a crucial 
consideration in the design of Superella garments. Consumer engagement and direct 
interaction with her clients is of great concern to Buter. Her close relationship with her 
clients allows her to share the philosophic underpinning of Superella, as well as her 
personal worldview.  
Further, sharing a narrative and questioning topics through the presentation of her 
collections is of importance to Buter. Drawing on friends, artists and other collaborators 
is also an integral part of Buter’s design thinking and a way to contest the view that 
fashion product should follow trends. Her aim remains to simplify the process of getting 
dressed through designing garments that are comfortable and easy to care for and 
meet the basic need to clothe the body. Therefore, it can be proposed that the design 
praxis of Superella suggests the presence of DIY as a sustainable approach to 
‘creating’, ‘doing’ and ‘making’ as discussed in Chapter 2. 
Chapter 5 expands and discusses the findings in relation to DIY as a sustainable 
approach within a design praxis by describing the results from the third round of 
coding. The third round of coding analysed the design praxis of Superella in terms of 
the theoretical framework of this study.		  
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CHAPTER FIVE – DISCUSSION OF FINDINGS 
 
5.1 INTRODUCTION 
In Chapter 4, the results from the data collection process, which consisted of two 
rounds of coding, were presented following the two main categories of the Wolf and 
McQuitty (2011) Framework, namely, ‘Identity enhancement’ and ‘Product and service 
evaluation’. 
Figure 5.1 below provides an overview of Chapter 5, starting with an introduction to 
the third round of coding, followed by section 5.2, whereby the discussion of the 
findings is presented in line with all eight of the DIY motivators. The findings from the 
study are aligned to existing theory and literature pertaining to sustainability in a 
fashion design praxis, following the Armstrong and LeHew (2011) paradigm, as well 
as the suggested fifth level by Smal (2016). Following the discussion and alignment of 
the study to the developed framework and sustainability, section 5.3 presents an 
integrated view. The chapter concludes with a summary of the design praxis of 
Superella in relation to the developed framework and within the lines of reflection. 
 
Figure 5.1 – Chapter Five Layout 
(developed by the author) 
The DIY Motivator Framework (Wolf & McQuitty 2011) divides the motivation for 
partaking in DIY behaviour or activities into two main categories, namely, ‘Product and 
service evaluation’ and ‘Identity enhancement.32 Each of these categories is sub-
divided into four motivators, thus making up the eight motivators within the framework. 
	
32 Refer to section 2.4 for an in-depth discussion on the eight DIY motivators as identified by Wolf and 
McQuitty (2011). 
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Notably, the eight motivators identified by Wolf and McQuitty (2011) are identifiable, 
measurable and uniquely different; however, the motivations are interlinked and inform 
each other.33 
This chapter will discuss the findings from the third round of coding, entailing the 
sorting of the design praxis of Superella into the lines of reflection, following the DIY 
Motivator Framework (Wolf & McQuitty 2011). Within section 5.2, the findings from the 
study are aligned to the individual motivators, and the data is considered in line with 
sustainability literature. In section 5.3 of this chapter, the alignment between DIY as a 
sustainable approach and DSP (Armstrong & LeHew 2011) will be discussed.  
The objectives of the study were to examine how the fashion design praxis of 
Superella aligns within the developed framework (refer to Appendix D). The first 
objective was to understand and explore theories around sustainability to expand 
further on the DSP as conceptualised by Armstrong and LeHew (2011) and developed 
further by Smal (2016). The second objective was to explore DIY as an approach to 
sustainability and to position DIY activities and behaviours within the DSP. Lastly, the 
third and final objective of the study was to explore and describe the design praxis of 
Superella and to locate the design praxis within the developed framework. 
5.2 FINDINGS IN RELATION TO DIY 
As discussed in Chapter 2, DIY as an approach to sustainability is a broader and more 
holistic view, rather than a series of ecological acts concerned with immediate 
environmental interventions. DIY activities and behaviours extend beyond the 
consumption and production of products, having symbolic value to the user and maker, 
presenting an alternative way of being in the world (Murray 2011:1). The importance 
of artistry and craft is valued, both in the making process and the use of self-created 
items, extending beyond simple needs satisfaction, promoting a sense of ‘being in the 
world’, which allows for the possibility of a more significant effect and impact on the 
DIYer and humankind (Kiem 2011:42).  
DIY signals the notion of participation where the user and the maker become the same 
person (Fraser et al. 2016:88; Salvia 2016:16). Making a product by yourself, for your 	
33 The individual motivators were discussed in-depth in section 2.4.1 by aligning each motivator to 
existing sustainable theories and suggested approaches. 
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own consumption, referred to as prosumption by Xie et al. (2008:199), 34 requires a 
deeper understanding and awareness of how the product is made, what it took to grow 
the raw materials, while knowing the challenges involved in the production process 
and, finally, the making of the product. DIY activities and behaviours are in stark 
contrast to the characteristics of passive consumers who mindlessly purchase mass-
produced goods (Fletcher 2008:125; Ratto & Boler 2014:18). Further, DIY also allows 
for a powerful connection with the product to be established, moving beyond the 
submissive nature and dependency created by a trend-driven system. This empathic 
connection empowers the wearer, transferring skills and knowledge, through active 
participation in the making process (Fletcher 2008: 126; Fraser et al. 2016:88).  
There are many motivations for engaging in DIY; however, this study follows the DIY 
Motivator Framework (Wolf & McQuitty 2011). The framework consists of two main 
categories: ‘Product and service evaluation’ and, secondly, ‘Identity enhancement’. 
These two categories are both sub-divided into four sub-motivations, making up the 
eight motivators for partaking in DIY (refer to figure 5.2). 
 
Figure 5.2 – Theoretical framework of the study 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
In Figure 5.2 above, the ‘Product and service evaluation’ motivators are indicated in 
grey circles and the ‘Identity enhancement’ motivators are blue circles. In the following 
sub-sections, the design praxis of Superella will be positioned within the DIY Motivator 	
34 Refer to sub-section 2.3.2.1 for further discussion on prosumerism. 
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Framework developed by Wolf and McQuitty (2011), to align the design praxis to the 
developed framework. 
5.2.1 Product and service evaluation 
The category ‘Product and service evaluation’ within the Wolf and McQuitty (2011) 
DIY Motivator Framework pertains to the motivation for doing DIY in relation to the 
product and service evaluation. The category comprises of four motivations, namely, 
‘economic benefits’, ‘quality of product’, ‘diversity in product’ and ‘customisation of 
products‘, as illustrated in Figure 5.3 below. These motivations stem from the DIYer 
not finding a product or service, which meets their need, perhaps due to inferior quality 
or lack of product diversity, and can also refer to circumventing the cost by doing-it-
yourself. Furthermore, the DIYer not only saves money, but is also able to customise 
a product to meet their unique need. 
 
Figure 5.3 – Product and service evaluation 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
5.2.1.1 Economic benefits 
Historically, clothing has been seen as items of great value and worth, with a long and 
productive life, usually made and mended by the people that wore them (von Busch 
2005:[sp]; Fletcher 2008:187). However, within the current fashion system, it has 
become apparent that clothing has become virtually valueless and that new items cost 
the same or sometimes less than second-hand ones. 
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As discussed in sub-section 2.4.1.7, within the current fashion system, there seems to 
be a significant disconnect between the maker, the consumer and what they purchase. 
Fletcher (2008:141) and Bly et al. (2015:131) maintain that the disconnect between 
the maker, the wearer and the product has escalated due to the un-transparent 
globalised production system, as most fashion items cannot be traced back to the 
source. Clark (2008:440) suggests that for consumers to value products differently, 
this would require consumers to have a deeper understanding of the product. Clark 
(2008:440) extends this notion, that by gaining knowledge and insight into the 
production processes, from the raw material to the end product, a perception of great 
value and appreciation would be fostered. 
There are various ways to save money as a DIYer, from repurposing discarded 
materials (recycling), making something new or different out of an existing product (up-
cycling), to ways of simplifying production and construction processes. By doing-it-
yourself, the cost of the product is lowered, which allows DIYers to make an improved 
version of an existing product that is unique to the user, and satisfies the user’s specific 
need (Makosiewicz 2010 & 2011:[sp]). McGrath (2012:18) notes that, generally, users 
lack self-confidence in their DIY abilities and/or the knowledge to make a product 
themself. However, according to Salvia et al. (2010:2), there is an indication that 
fashion DIYers have a deeper connection with clothing items, appreciating the craft 
and fabric, embracing the imperfections, ageing and use-signs that transpire over 
time; notably, all of these characteristics are evident in self-made items. 
DIY activities involve both mental and physical engagement by the user, who has an 
involved and empathic connection with the product beyond the physical and monetary 
value. According to Wolf and McQuitty (2011:164), shifting the perceived value of a 
product allows for the satisfaction of a higher order of needs and values such as 
happiness, security and pleasure. Lusch and Vargo (2006:284) argue that the ‘value’ 
of a product can be increased in two ways. Firstly, the value of the item can be 
increased through ‘value-in-use’, implying that the user, throughout the lifespan of the 
product, determines the ‘value’ of an item. Secondly, through co-design, participation 
and sharing views between the user and the maker in the process of making an item, 
the ‘value’ of an item can be increased. Furthermore, hand-made or DIY items, in 
particular, are considered to be investments, as these kinds of items move beyond 
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just being disposable to require an emotional connection and appreciation for the 
craftsmanship as well as a more substantial economic commitment due to the slower 
production process (Clark 2008:440). The sense of satisfying one's own needs 
produces a sense of authenticity as opposed to homogeneous trend-based items, 
which are characterised for promoting blind consumption to increase sales and profits. 
Figure 5.4 illustrates the key constructs that transpired out of the study, linking the 
design praxis of Superella to the ‘economic benefit’ motivator. 
 
 
 
 
 
 
 
 
Figure 5.4 – Superella alignment to DIY motivator: Economic Benefits 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
Buter’s strong empathic connection with objects, fabric and clothing is evident in her 
view that clothing and fabric change over time, and that by fixing and mending items 
you can prolong the lifespan of the garment and enjoy the item for longer (Trans 1:188-
189). Similarly to Buter, some of her clients also display a strong empathic connection 
with fabric, asking her to make a garment out of fabric that they purchased elsewhere. 
Other clients bring items of clothing back to be altered, working with Buter to change 
the style of the garment.35 The view of valuing imperfections and ageing of garments 
fosters an empathic connection, which is in line with what Salvia et al. (2010:2) 
describe as a critical motivation for changing the perceived value of the garment. Buter 
cherishes all that is authentic to her by admitting that nothing lasts, nothing is finished 
and nothing is perfect. This fluid and impermanent quality is especially evident in the 
Superella store, where Buter redecorates the space every six months, creating an 
entirely new world for the collection to live in (AD 12:[sp]).36 
	
35 As discussed further in sub-section 4.3.4 
36 Refer to sub-section 4.3.1 for a further discussion on Buter’s view on Wabi-Sabi and the impermanent 
quality of objects. 
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Further, Buter rarely buys new things as she finds them characterless and cheap, 
preferring to purchase second-hand items that display a narrative and have history, 
texture and character (Obs 6:225-227). Buter believes strongly in creating something 
out of nothing by using old found objects in new ways. Through re-using and re-
purposing, Buter is able to give an item a new or different function, as seen in the 
interior of the Superella store. Buter uses discarded items such as ladders, 
headboards and butchers’ hooks as display units for the garments (AD 12:[sp]; AD 
11:[sp]). Rather than partaking in mass consumerism, Buter intuitively constructs 
something different out of what is immediately available to her, evoking a sense of 
independence by satisfying her own needs through doing-it-herself. Furthermore, the 
notion of using what is at hand extends to Superella garments, where Buter mixes and 
matches old buttons and trims, bought from haberdasheries on road trips to small 
remote towns, with new or vintage fabrics to create new clothing items (Obs:189). 
Buter endeavours to only use natural fabrics for her garments as she feels that natural 
fibres have more structure, age better and have a heavier weight (AD 17:[sp]). 
However, using natural fibres is not always possible, as fabric choice in South Africa 
is very limited and natural fibres generally are extremely expensive (Trans 2:105-107). 
With limited availability of good quality fabrics and her collections being smaller, using 
less metreage, Buter is reliant on textiles which are immediately available to her. 
Further, with no financial backing and selling comparatively fewer units, Buter does 
not have large amounts of capital to invest in importing fabrics, rather buying what she 
needs when she needs it (Trans 2:84-87; Trans 2:105-107). 
Buter is financially independent and free from loan repayments or dividends to an 
investor, enabling her to run her design praxis independently (AD 4:[sp]). Removing 
the pressure to sell a larger number of items each season, to increase sales and 
revenue, allows Buter to design smaller, undefined collections, which are able to grow 
and develop throughout the season, with Buter replenishing items as they sell (Trans 
1:65). Replacing stock as needed keeps the overheads low and contains the number 
of items sold at reduced prices at the end of a season. Unlike the fast fashion system 
where collections are designed to be out-dated, Buter believes that a garment should 
extend beyond a season and finds it unnecessary to develop a whole new collection 
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with all new styles.37 Buter often repeats styles from previous collections, as she 
believes that Superella garments are trans-seasonal, and she does not see the need 
to replace a style that already works for her and her clients (Trans 1:53; Trans 1:152). 
There is a minimalist approach to her design process and her garments, whereby 
Buter designs a “uniform”,38 which is in complete contrast with the current fast fashion 
system. According to Bly et al. (2015:125), the current fast fashion system is 
characterised by multiple seasons, which are driven by trends with items designed to 
be replaced, in order to promote sales and to increase profit margins. Within the 
current fashion system, fashion and associated ideas are based on industrial 
capitalism, and consumption is based on product obsolescence through stimulating 
consumption ‘desires’ with regularly changing styles that encourage consumers to 
experience a never-ending sense of perceived gratification (Niinimäki & Hassi 
2011:1877; Fletcher 2012:223). 
Buter is of the opinion that fashion designers need to slow down and consider what 
they make, have a greater appreciation for the artistry of pattern making and fabrics, 
and not just make clothes for the sake of satisfying consumer desires, or to increase 
sales (Obs 2:47-48). Buter’s view of slowing down and appreciating the artistry and 
craftsmanship of making clothing is in line with the suggestions by Fletcher (2008:162-
175; 2012:[sp]) as well as those of Fletcher and Grose (2012:85-88). These are that 
engendering an understanding of craftsmanship and the design process, as well as 
placing greater emphasis on the non-monetary value of clothing, would decrease 
consumption, which, in turn, could contribute towards sustainability (Fletcher 
2008:162-175; Fletcher 2012:[sp]; Fletcher & Grose 2012:85-88). Kiem (2011:42) also 
suggests that slowing down and appreciating the artistry and craftsmanship of self-
created items would extend basic needs satisfaction (Kiem 2011:42). Bramford 
(2011:40) and Kiem (2011:38) state that it is essential to “produce minimally and 
consume fully” to be able to reduce consumption and achieve sustainability. 
	
37 Refer to sub-section 4.3.3 for a further discussion on Buter’s view on designing smaller collections. 
38 Refer to sub-sections 4.2.4 and 4.4.1 for discussions relating to Buter’s minimalistic approach to 
designing a uniform.  
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As discussed throughout Chapter 4, the simplification of garments and processes 
involved in the making of Superella clothing is not just a practical approach to Buter.39 
When she started her clothing label in 2003, she made all of the items herself on the 
sewing machine which her mother had bought for her 20 years earlier. With the limited 
functionality of this sewing machine, which was only able to do straight sewing and 
zig-zag, Buter was restricted to making simple garments that were crafted by hand 
(Trans 1:44; Obs 6:296-297). Further, not being able to make buttonholes or insert 
zips caused her to reconsider garment construction in a more basic manner, where 
she had to simplify construction processes. Superella garments do not have zips, 
button stands or facings, as Buter finds these processes unnecessary and a waste of 
time, as they require additional cutting of facings, fusing and pressing of seams in 
between the construction process (Trans 2:212). 
Furthermore, as discussed in 4.2.4, the simplification of garments is a core part of the 
Superella aesthetic and philosophy, as Buter’s design thinking is strongly influenced 
by folkloric and cultural dress. Folkloric and cultural garments were traditionally made 
by hand at home by the wearer, using simple shapes to compensate for limited sewing 
skills. Buter follows this belief that functional shapes are much easier to cut and sew, 
and most of the Superella garments are made up of functional shapes such as 
squares, rectangles and circles. Furthermore, Buter often uses functional shapes as 
the starting point for developing new styles or a whole collection, as seen in the South 
African Fashion Week 2009 Collection, where all of her items were made from squares 
and rectangular shapes. 
More recently, Buter started extending the idea of simplification and practicality further 
to the sizing of her garments, by making one-size garments (Trans 1:59-61). By 
restricting the size spectrum, Buter reduces mistakes which might happen during 
cutting of multiple sizes. Furthermore, by having more one-size garments, she does 
not end up running out of sizes, or having to sell odd sizes at reduced prices at the 
end of a season. Practicality and simplification of thought, design and manufacturing 
processes are critical to Buter’s approach in her design praxis.  
	
39 Refer to sub-section 4.4.2 for further discussion on how Buter simplifies her garments through the 
use of multi-functionality. Also in sub-sections 4.3.4 and 4.4.1, simplification of patterns and 
construction methods are discussed as being key to Buter’s design thinking. 
	 152	
5.2.1.2 Quality of product 
As discussed in the previous sub-section, traditionally clothing has been seen as items 
of great value, usually made by the wearer, with a long and productive life cycle, 
through mending items over time intending to extend the use of the garment. Life Cycle 
Assessment (LCA) is a classic tool used in sustainable product development, to 
determine the impact a product would have on the environment within the production 
system.40 Armstrong and LeHew (2011:50-52) argue that LCA as an approach is 
central to achieving sustainability.  
Further, it is suggested by Fuad-Luke (2010:147) that using good fabric to design high-
quality garments, which are then well made, would increase the durability of the 
product, thus having the potential to extending the lifespan of the garment. Designing 
for durability is also in line with Fletcher’s (2008:165) suggestion that durable textiles 
and better construction methods would improve the physical and technical robustness 
of a garment. By using more durable textiles, which last longer and retain shape, the 
fabric and the garment have the likelihood of ageing better over time, thus increasing 
the possibility of fostering an empathic connection between the wearer and the 
garment.  
However, even though the durability of the fabric and the product are considered to 
be resourceful sustainable approaches, Fletcher (2012:221) argues that to be able to 
move 'durability' away from just the product to 'durability' being a behavioural concern 
requires a change in consumption behaviour by fostering a product-user relationship. 
Fletcher (2012:221) adds that social and cultural dimensions, and not just the product, 
also influence behavioural changes. Salvia et al. (2010:2) argue that changing the 
user’s mindset, to nurture the product through mending, altering, caring, and changing 
the relationship with the product begins to shift to the valuing of imperfections, ageing 
and use-signs. Reconsidering the role that the user plays in the making process, 
through participation and building an empathic connection, would move the power 
back to the user, challenging the fashion system and decentralising the relationship 
between the maker and the user (McGrath 2012:19). 
	
40 Refer to sub-section 2.3.1.2 for a further discussion on LCA, a tool used in sustainable product 
development. 
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In Figure 5.5 below, key components that transpired out of the study are shown. These 
components highlight the link between the approach of Buter in her design praxis to 
‘quality of products’ as motivator for DIY behaviour or activities. 
 
 
 
Figure 5.5 – Superella alignment to DIY motivator: Quality of product 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
The Superella clothing label is built on craftsmanship; the garments are beautifully 
constructed with great attention to detail, and quality is of utmost importance to Buter 
(AD 18:[sp]; AD 14:[sp]; (AD 11:[sp]). Superella garments are considered by Buter to 
be trans-seasonal, i.e. the items are not bound to a specific season; thus it is 
imperative to her that the garments are of superior quality to be able to last for several 
years (refer to sub-section 5.2.1.1). Many of Buter’s regular clients do not come to the 
store for extended periods, only to return to say that they are still wearing items from 
eight years ago and have not needed anything new to wear (Trans 1:174-175; Trans 
1:181-182). Buter herself continues to wear garments that she made 15 years ago, 
saying that she “will never have ‘that dress’ again, in ‘that fabric’ and ‘that fit’, the fabric 
changes over time and so does the way the dress feels” (Obs 3:63-65). 
In the previous sub-section, 5.2.1.1, it is discussed that fabric quality is of great 
importance to Buter, as she believes that the quality of the fabric affects the quality of 
the garment. Buter admits that she makes fewer sales because Superella garments 
last longer, and there is less of a need to replace the item due to the durability and 
craftsmanship (Trans 1:190-191). By only using durable, longer-lasting fabrics and 
producing better quality garments due to her slower in-house production process, 
Buter can increase the longevity of the product from a material and immaterial 
perspective, which is in line with Fletcher’s (2008:165) and Fuad-Luke’s (2010:147) 
suggestions. 
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However, as suggested by Fletcher (2008:165), even though the durability of a product 
is critical to be able to extend the lifespan of a garment, fostering a user-product 
relationship is key to changing the behaviour of the user towards embodying 
sustainability. As discussed earlier on in this sub-section, Buter has a great affinity for 
connection to fabric and objects. She often collects second-hand or discarded objects, 
and changes their function to meet a particular functional or decorative need.41 Buter 
‘preserves’ objects by renewing and extending their lifespan, due to her empathic 
connection with the object and the appreciation of the craftsmanship involved in the 
making of these items. 
Buter has a transparent production process, whereby the making of Superella 
garments happens in full view of everyone entering the store. Buter does not hide the 
processes involved in making a Superella garment; rather, Buter feels that it is 
important to show her clients that clothing does not “fall out of the sky”. Buter’s view 
aligns with Payne’s (2011:10) suggestion that building a closer connection between 
the maker, the user and the product through the user seeing or being part of the 
physical stages of the design process, allows for further appreciation of the end 
product. Furthermore, magnifying the connections between the maker, the user, the 
product and the production process also represents an open and authentic 
community, with the sense of being part of the making process (Fletcher 2008:144). 
The notion of belonging to a community of like-minded individuals and the participation 
between the user and maker as a motivator for DIY behaviour will be discussed in sub-
section 5.2.2.3. 
5.2.1.3 Diversity of product 
As discussed in the previous sub-section, the physical qualities of a garment could 
increase the lifespan of a garment though product interventions such as using durable 
fabrics and certain construction methods. However, it is evident that just extending the 
lifespan of the garment through robustness is not enough to reduce consumption 
behaviour and to achieve true sustainability (Fletcher 2012:221). McGrath (2012:19) 
argues that to be able to achieve true sustainability would require addressing not just 
	
41 Refer to sub-sections 4.2.1 and 4.3.1 for a further discussion on how Buter repurposes second-hand 
objects to meet a particular need. 
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the physical qualities of a garment but also the emotional and expressive qualities that 
clothing could provide. 
In sub-section 2.4.1.3, it is argued by Fletcher (2008:186), Reiley and DeLong 
(2011:64), McGrath (2012:18) and Bly et al. (2015:129) that the current fast fashion 
system is characterised for creating ‘formula’ fashion, and producing formula 
experiences, with homogeneous products pacifying consumers and deskilling them of 
their ability to create individualised, unique and authentic appearances. The lack of 
product diversity, undermining consumer freedom to choose due to standardisation, 
has appeased the consumer, who becomes “herd”-like, following prescribed trends 
within a limited choice spectrum (Fletcher 2008:119). 
McGrath (2012:19) suggests that moving away from homogeneous thinking and 
limited product diversity requires the current fast fashion system to shift focus away 
from product creation which is driven by trends and profit towards designing products 
which allow users to develop relationships with them. By fostering a user-product 
relationship and encouraging participation, the user will be able to express their 
identity, creativity and belonging in a more meaningful way through the clothing that 
they wear. Fuad-Luke (2010:147) suggests that changing the user relationship 
through participation, empowering the wearer, allowing freedom of choice and 
fostering a sense of connection between the product, the maker and the wearer is a 
more sustainable way to extend the lifespan of a product. Fletcher (2008:173) agrees 
that to be able to achieve longevity and sustainability within the current fashion system, 
while fostering sustainable consumption behaviour, requires product diversity, which 
opposes homogeneous products and identities and promotes collaboration between 
the maker and the wearer. 
The counter-narrative approach of the Punk Movement is often used as a link to DIY 
behaviour and activity within fashion.42 The Punk Movement demonstrated that DIY in 
fashion could offer an alternative to the wearer and that the ideas of what is considered 
fashionable do not have to come from a dictatorial fashion system. DIY and the Punk 
Movement are thought of as reactions towards mass consumerism, by challenging 
preconceived ideas of what is considered fashion (Sanders & Stappers 2012:17). DIY 	
42 In section 2.4, the relationship between the motivation for partaking in DIY and the counter-narrative 
views of the Punk Movement is discussed further. 
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behaviours extend beyond the active ‘meaning-making’ process to include the 
combination of various visual aspects such as cultural dress, globalised popular 
culture and costume, to enable the wearer to express their unique identity (Hebdige 
1979:100-112; von Busch 2008:48; Reiley & DeLong 2011:65; Luvaas 2012:110-115). 
DIYers combine products from a broad range of sources, such as second-hand stores, 
high fashion boutiques and mass-produced fashion, to create a new, distinctive and 
unique appearance (Reiley & DeLong 2011:65). Furthermore, DIYers ultimately 
become the creators of their own visual identity where fashion products become a 
choice to the DIYer, rather than a prescribed mandate from a fashion system designed 
to disempower and limit consumer choice (Reiley & DeLong 2011:75). 
Figure 5.6 below highlights critical links between the design praxis of Superella and 
‘diversity in products’ as a motivator for partaking in DIY activities or behaviour. 
 
 
 
 
 
Figure 5.6 – Superella alignment to DIY motivator: Diversity of product 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
Buter was brought up in a household where creativity and making things at home by 
yourself for yourself was encouraged. 43 As a young child, Buter had her mother instill 
the idea of making and creating your own garments, not just teaching the children how 
to sew, but also empowering them by giving them a choice to either buy or make their 
own clothing from their monthly allowance (Trans 1:32-37). Buter was also 
encouraged not to follow any perceived sense of what should be worn, but rather to 
explore her own identity through art, craft and clothing. Buter seldom bought clothing 
from retail stores as she found mass-produced clothing limiting and un-relatable and 
felt that the lack of diversity stifled her creativity (Trans 1:21-23). The lack of feeling 
represented by the fashion system due to limited choice and homogenised products 	
43 Refer to sub-section 4.2.1 for further insight into Buter’s upbringing and how her heritage has 
influenced her design praxis. 
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encouraged Buter further to make her own clothing according to what she wanted to 
wear (Trans 1:25-26). 
Buter has a very close relationship with her clients, whom she encourages to actively 
partake in their own meaning-making process - to develop a more authentic 
relationship with themselves and to foster a deeper connection with the clothing that 
they wear (Trans 1:79-81; Obs 2:45-46). The empathic connection and active 
participation by the wearer is in line with Fuad-Luke’s (2010:147) suggestion, that to 
be able to extend the lifespan of a product’s sustainability requires participation, 
empowerment of the wearer, and allowing the wearer to have freedom of choice in 
expressing their own authentic visual identity. 
As discussed earlier in sub-section 5.2.1.1, Buter designs smaller, undefined 
collections, which grow and develop over a season. Designing smaller collections and 
replenishing items as they sell allows her customers to have a greater choice of 
product. Furthermore, Superella garments are not designed to be out-dated or 
replaced with something new, which gives reason for Buter to repeat styles from 
previous collections.44 Buter says that Superella basics, which make up most of a 
collection, are not “fashion” but are rather “functional” items, which are purely designed 
to cover the body (Trans 1:111-112).  
Empowering the wearer, through encouraging the formation of a unique visual identity 
by combining a broader range of clothing items, allows the wearer to retain this 
identity. Fuad-Luke (2010:147) argues that fostering the authenticity of both the 
wearer and the product which is purchased allows the wearer to create their own 
narrative. He continues to suggest that increasing the sensorial value and empathic 
connection between the user and the product through customisation would prolong 
the lifespan of a garment. 
5.2.1.4 Customisation of product 
The current fast fashion system is characterised for being a one-way stream where 
products are designed with little to no input or collaboration from the end user.45 
Fletcher (2008:187) describes the current fast fashion system as prescriptive, 	
44 Refer to sub-section 4.4.3 for further discussions on Superella garments being trans-seasonal. 
45 In sub-section 2.2.2, the fast fashion industry is discussed in further detail. 
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suggesting that products are designed to be “complete” or “closed”, discouraging 
personalising, altering or customising of items by consumers in a pursuit to make them 
their own. Also, the fast fashion system has created the “perception” that self-made or 
personalised products are of inferior quality. Fletcher (2008:187) continues to suggest 
that to change the fashion system to a system that is more sustainable would require 
commitment from the user, the maker and the industry at large. 
Fletcher (2008:125,175) holds that a greater sense of sustainability would be achieved 
should maker and user foster a greater sense of self-awareness by building a 
relationship with the product and the environment through active participation and 
engagement. Fraser et al. (2016:88) concur that designing modes of engagement 
between the user and a product allows for a new relationship to be formed, and that 
these newly-formed relationships extend beyond user-product and user-maker 
relationships, thus allowing the user to establish a holistic and empathic connection 
that extends to include the environment and all sentient beings. In line with Fraser et 
al.’s (2016) recommendation, Fletcher (2008:191) agrees that in the context of the 
fashion industry, product engagement would revitalise the industry and put a stop to 
the “one-way-only” stream of mass-produced products, where the user becomes the 
producer or co-producer of the end product. 
It is argued by Langdown (2014:35) that customisation of products through self-
production and co-design is a way for achieving sustainability through collaboration, 
design activism and product-use, as these ultimately are concerned with the common 
good of humankind and the preservation of natural resources. McGrath (2012:19) 
concurs with Langdown (2014:36) that in the context of user-ship and product 
engagement, the role of the consumer has changed from being passive and deskilled, 
to that of competent individuals such as DIYers, who actively engage with fashion 
products not just through wearing, but also through making. DIYers “exist” and are 
active participants in the creation of products as well as their own social narratives 
(Ratto & Boler 2014:18). Enabling the user and transferring the power away from the 
“big brands” introduces an alternative and more authentic way of being-in-the-world. 
Furthermore, DIYers acquire new skill sets during the making process by expanding 
their knowledge of how to use products differently, through customising and 
maintaining the products to meet their own needs (Wolf & McQuitty 2011:163). Salvia 
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(2016:16-17) argues that DIY activity is not driven by profit, but rather by a sense of 
accomplishment on the part of the DIYer through “creating”, “doing” and “making”, thus 
satisfying their own needs by acting from within and not responding to mass 
consumerism. Key components that transpired from the study concerning 
‘customisation of products’ as a motivator are shown in Figure 5.7 below. 
 
 
 
 
 
Figure 5.7 – Superella alignment to DIY motivator: Customisation of product 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
Engagement with her clients is a fundamental component of Buter’s design praxis, 
and she believes that the success of the Superella label is due to the relationships that 
exist between her and her clients.46  The representation and selling of Superella 
garments are essential to Buter, as she prefers to recommend styles and shapes to 
her clients, furthermore suggesting how to wear Superella garments with other 
“normal” items (Trans 1:154-156).47 It is also imperative to Buter that her clients 
engage more with what they purchase, and she encourages them to buy clothing 
differently (Trans 1:79-81; Obs 2:45-46). Echoing the connection, and the relationship 
between Buter and her customers, Buter often makes items for clients using their own 
fabric and according to their own designs (refer to sub-section 4.3.4). 
Another aspect of Superella garments that suggests customisation and encourages 
engagement between the wearer and the product is multi-functionality. Most of the 
garments that Buter designs are not just one garment, as the wearer can easily change 
an item into a variety of styles by simply folding, tying and buttoning the item differently 
(AD 20:[sp], AD 23:[sp]; AD 12:[sp]). Through enabling and empowering her clients to 
modify and adapt a garment, Buter fosters the idea that the wearer can express their 	
46 In sub-section 4.3.4, the Superella store and Buter's relationship with her clients are discussed in 
more detail. 
47 Refer to sub-section 4.3.4 for an in-depth discussion on Buter’s view of and aim to solve the everyday 
problem of what to wear. 
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own individuality through what they wear (AD 9:[sp]; AD 5:[sp]). Buter also designs 
back-to-front garments and “half” garments, which further suggest customisation, 
giving the wearer the option to combine garment components to create their own 
unique item.48 
How the garment fits, the comfort, and how the wearer feels when wearing Superella 
clothing, is another critical aspect for Buter. She believes that women should be able 
to go about in their lives without being or feeling hindered or restricted (Trans 1:138-
140; AD 23:[sp]). Buter also believes that how we feel in our bodies, and how we want 
to feel, is represented by the items of clothing that we wear, stating that “her clothing 
has a feeling and she wants her clients also to feel that feeling” (Trans 2:77-79). 
The four ‘Product and service evaluation’ motivators (Wolf & McQuitty 2011) were 
discussed in relation to the findings in section 5.2.1. The following section will present 
a discussion of the ‘Identity enhancement’ motivators and the findings. 
5.2.2 Identity enhancement 
The second category in the DIY Motivator Framework is ‘Identity enhancement’. This 
category comprises of four sub-categories, namely: ‘empowerment’, ‘fulfilment’, 
‘belonging to a community’, and ‘uniqueness in identity’, as illustrated in Figure 5.8.  
 
Figure 5.8 – Identity enhancement 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011)  	
48 Refer to sub-sections 4.4.2 and 4.4.3 for further discussions on Superella garments being multi-
functional and trans-seasonal. 
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The following four sub-sections present the alignment between the design praxis of 
Superella and ‘Identity enhancement’ as a set of motivators for expressing an 
authentic identity through DIY activities. 
5.2.2.1 Empowerment by creating 
The current fashion system is designed in such a way that consumers have little idea 
how, from what and by whom a product is made; instead, the industry has 
disempowered the consumer by suppressing alternative options and experiences 
(Shah 2014:1). Reiley and DeLong (2011:64) argue that achieving sustainability within 
the fashion industry would require the industry to be more transparent with production 
processes, but equally important is the need to enable and empower individuals to 
explore alternative fashion options. Furthermore, empowering individuals would 
embody creative participation and the transference of knowledge and skills, as well as 
foster a greater empathic connection with the product through having a deeper 
understanding of the product, the make-up and the production processes involved. 
However, Fletcher ([sa]:2) argues that in order to consider alternative fashion systems 
which empower consumers, the relationship between consumerist materialism and 
how the fashion system is deskilling consumers needs to be understood. 
In sub-section 2.4, Fraser et al. (2016:88) suggest designing new modes of 
engagement between the user and the product as an approach to prolong the lifespan 
of a product. By designing products with a mode of engagement in mind, a holistic and 
empathic connection is established between the user and the product, whereby the 
function and value of the product extends the immediate requirement to a more 
reciprocal relationship where the producer and user co-create and co-produce 
products (Wolf & McQuitty 2011:156). Fletcher (2008:126) agrees that shifting away 
from the submissive nature of the current fast fashion system would allow users to 
become skilled, informed and active participants in the making process, forming a new 
kind of relationship between the user and the product. Further, having a holistic and 
integrated approach to design could also encourage a user-product relationship, which 
becomes a “way of living” rather than being reliant on a fashion industry which 
produces prefabricated and homogeneous products and lifestyles (Fletcher 2008:120 
and [sa]:7). 
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In sub-section 2.3.2.1, it is discussed that fashion products go beyond satisfying 
physical or material needs, and also have the potential for meeting psychological or 
immaterial needs, such as happiness, security, and freedom (Wolf & McQuitty 
2011:164). When considering the nine fundamental human needs as identified by 
Manfred Max-Neef (1992), 49  these needs are met through either immaterial 
(psychological) or material (physical) means. It is noted by McGrath (2012:7) that only 
two of the nine fundamental human needs as identified by Max-Neef (1992), 
‘subsistence’ and ‘protection’, can be satisfied through consumption, with the 
remaining seven human needs being immaterial ones, which cannot be fulfilled 
through a purchase. Fletcher (2008:123) suggests that instead, empowering 
consumers to satisfy their own needs with their own authentic ideas, activities and skill 
sets would lead to a more enlightened state of consumption. Fletcher (2008:191) and 
Bly et al. (2015:132) continue to argue that by shifting away from blind consumption, 
where the main focus is “having”, to a more engaged state of “being”, “doing” and 
“interacting”, would encourage consumers to participate in the creation of products, 
valuing the product differently, building a long-lasting relationship with the product and 
meeting both material and immaterial human needs in a more sustainable manner. 
Participation as an approach is in line with Reiley and DeLong’s (2011:65) as well as 
McGrath’s (2012:3,9) suggestions that to change the current fast fashion system to 
being more sustainable would require commitment and participation by the user 
through changing the perception that the user has of the end product. It is noted by 
McGrath (2012:19) that more recently the role of the consumer has shifted away from 
being passive to that of an empowered individual who actively engages and 
participates with fashion products through making and wearing. Further, there is a 
sense of completion and fulfilment that arises out of satisfying one’s own needs, and 
Ehrenfeld (2008:73) suggests that this sense of authenticity through empowerment 
comes from within and is not always a response to mass consumerism. It is also noted 
by Wolf and McQuitty (2011:164) that DIY practitioners achieve and have reported a 
sense of “accomplishment”, “empowerment” and “enjoyment”, suggesting that through 
self-production the DIYer can satisfy their psychological needs. 
	
49 Manfred Max-Neef (1992) identified nine fundamental human needs and subdivided these under 
material needs, namely: subsistence, protection and immaterial needs, affection, understanding, 
participation, creation, recreation, identity and freedom (refer to sub-section 2.3.2.1). 
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Throughout the making process, DIYers gain a deeper understanding of the product 
value, the materials involved and the craftsmanship that goes into the making of a 
product. Also, DIYers establish a relationship with the product and the process, thus 
satisfying both material needs (product and function) and also immaterial needs 
(empowerment and fulfilment). 50  Wolf and McQuitty (2011:165) suggest that DIY 
activity would increase the functional value of the product, through fostering a long-
lasting empathic connection, thus adding to the sustainable value of the product 
throughout its lifespan. Further, participation in the making process also generates a 
broader sense of awareness and the ability to satisfy their personal needs (Fletcher 
2008:187; McGrath 2012:19). Also, active involvement cultivates a relationship 
between wearer, maker and product through skill transference and participation, which 
aligns with Fletcher (2008:125), as well as with Reiley and DeLong’s (2011:64) 
suggested approaches. 
In sub-section 5.2.1.4, Langdown (2014:39) argues that DIY activity is concerned with 
authentic engagement with products, thus shifting the power away from big brands to 
the wearer and the maker. Von Busch (2008:51) agrees with Langdown (2014) and 
adds that DIY activity is inclined to empower the wearer with skills, fostering a deep 
affection for the product. Thus fashion products can create satisfaction beyond the 
actual wearing of the garment, which can lead to a more sustainable form of 
engagement, which in turn promotes sustainable consumption (McGrath 2012:20). 
In figure 5.9 below key components from the study are highlighted, linking Buter’s 
approach within her design praxis to the motivator ‘empowerment by creating’. 
 
 
 
 
Figure 5.9 – Superella alignment to DIY motivator: Empowerment by creating 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 	
50 Refer to sub-section 2.4.1.5 for a further discussion on how DIY activities involve active participation 
by an individual, not only during the making process, but also after completion. 
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Buter does not hide her manufacturing process from her customers; on the contrary, 
the making process is inside the store and in full view of her clients, allowing them to 
see all of the phases that go into the making of a garment. Allowing her clients to know 
and see the process creates a sense of being part of the making process, realising 
that the final product doesn't “fall out of the sky” (AD 12:[sp])51.  
There is a very close and transparent relationship between Buter and her clients, with 
some of her clients bringing their own fabric so that Buter can make unique Superella 
garments for them (Obs 1: 16-17; Obs 4:158:160). There is a sense of co-production 
by her empowering her customers to realise their own ideas through collaborating in 
the making of such unique garments. The notion of co-production is in line with 
Fletcher (2008:191) and Bly et al.’s (2015:132) argument, that moving away from 
passive consumption towards a more engaged state of “being”, “doing” and 
“interacting”, by allowing consumers to participate in the making of products, would 
foster a long-lasting relationship with what they buy, as well as with the making 
process and the maker. 
Buter’s approach to her design processes are transparent, and engagement with her 
clients is critical, aligning to Reiley and DeLong’s (2011:64) suggestion that 
transparent production processes are a shift towards sustainability in the fashion 
industry. Having an integrated and holistic understanding of how garments are made, 
who made the garment and what textiles were used empowers the user to have a 
deeper understanding of and appreciation for the product and the craftsmanship 
involved. Further, enabling the user by transferring knowledge and know-how fosters 
a greater empathic connection between the user, the maker and the product. Also, 
establishing an empathic relationship between the user and the product allows for the 
product to extend the immediate functional use, promoting longevity (Wolf & McQuitty 
2011:156). 
As suggested by Fletcher (2008:120, 126 and [sa]:7), through encouraging a user-
product relationship, the user’s perspective begins to shift away from being reliant on 
fashion brands “telling” them what they “should” wear and “how” to wear something, 
rather empowering the user to make their own choices based on their own needs. 	
51 Refer to sub-section 4.3.2 for an in-depth discussion pertaining to Buter’s transparent production 
process. 
	 165	
Buter believes that Superella customers already know what they want to buy and wear, 
and she feels that she is the last person to convince a client to buy something (Trans 
1:81-82; Trans 1:97-98). Buter adds that most of society feels disempowered and 
believe that they have to follow mass-produced trends and compare what they wear 
with that worn by peers, influencers or celebrities (Trans 2:169-171; AD 2:[sp]), 
echoing the sentiments of Fletcher (2008:191), Shah (2014:1) and Bly et al. 
(2015:132).  
Buter believes that clothing has the potential to represent the wearer’s inner feelings; 
however, she thinks that most people do not acknowledge these inner feelings and do 
not think or believe that they can truly wear what they feel like (Trans 1:166-167; Trans 
2:77-79). Buter’s view that clothing has the potential to allow consumers to express 
their identity and feelings aligns with Wolf and McQuitty’s (2011:164) argument that 
fashion products go beyond satisfying physical needs, but also meet psychological 
and immaterial needs such as happiness, security, and freedom.  
Furthermore, Buter aims to simplify her clients’ lives, allowing them to spend less 
energy on deciding what to wear, instead rather living a fuller life (Trans 2:34-35). 
Through the simplification of her designs, Superella garments being trans-seasonal,52 
Buter is able to create garments which are not bound to a season, thus allowing her 
clients to mix and match items with ease without “fearing” that something is out-dated 
(AD 4:[sp]). Furthermore, Buter believes that designing simple garments, which form 
a uniform, allows her client to have a base to create their own unique outfit from, 
though combining a diverse choice of products (Trans 1:130). 
The outcome of empowering the wearer to engage and create products or outfits that 
they genuinely desire is in line with Wolf and McQuitty’s (2011:163) argument that DIY 
behaviour creates experiences beyond the consumption of tangible products. Further, 
fostering engagement and active participation in the making process beyond the initial 
purchase allows consumers to learn new ways of how to use a product differently, by 
adapting or maintaining the product to meet their specific needs. 
	
52 Refer to sub-section 4.4.3 for a further discussion on Superella garments being trans-seasonal. 
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5.2.2.2 Fulfilment by creating 
In the previous sub-section ‘empowerment by creating’ as a motivator for DIY activity 
was discussed in relation to sustainability, reconsidering the role and engagement 
users have with the products that they own, make and buy. The following motivator, 
‘fulfilment by creating’, is closely linked to empowerment, as being empowered and 
actively engaging with products through DIY evokes a sense of fulfilment by doing 
something others cannot or do not want to do. 
Clark (2008:440) argues that clothing has the potential of offering a greater sense of 
personal growth, pleasure and fulfilment, and that through consumer participation, 
general well-being is promoted.53 Consumer participation and the fostering of a user-
product relationship align with Fraser et al.’s (2016:88) recommendation that products 
which are designed with modes of engagement in mind allow for a new relationship to 
be formed. These newly-formed relationships extend beyond the traditional user-
product and user-maker relationship, as a greater empathic connection exists between 
the user, the maker and the product. 
Furthermore, in sub-section 2.3.2.2, Bly et al. (2015:130-133) argue that sustainable 
values such as “individuality”, “self-expression” and “freedom” are engendered 
through sustainable consumption, and that the immaterial association with clothing 
promotes a holistic and integrated view by consumers. Fletcher (2008:186) concurs 
and adds that values such as “appropriateness, connectedness and engagement” play 
a vital role in changing the relationship consumers have with fashion products, which 
is key to achieving not just environmental resourcefulness but also true sustainability. 
Furthermore, re-establishing the connection and relationship between the user and 
the product by moving towards holistic consumption behaviour is in line with McGrath 
(2012:3,5), who suggests that promoting an empathic connection between the user 
and the product would reduce consumption and be in line with sustainable goals. 
Fostering a user-product relationship based on an empathic connection would 
increase the lifespan of the product in a more sustainable manner (Fletcher 2012:221). 
Salvia et al. (2010:2) argue that decentralising the relationship between the maker and 
	
53 In sub-section 5.2.1.3, it is discussed how clothing extends functional needs and appeal to the wearer 
beyond the visual aspect that it provides. 
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the user and empowering the user to foster long-term use with the product through 
DIY activities such as mending, altering and caring would address the durability of the 
product at a functional and behavioural level. Within this emergent space, where “user-
ship” and participation meet, the aim remains of amplifying skill sets, changing habitual 
patterns and encouraging users to create and engage with products within the context 
of both material and immaterial needs satisfaction (Fletcher 2012:235). Spangenberg 
et al. (2010:8) agree that design for sustainability should evoke conditions and 
sensations of satisfaction, whereby user-participation and involvement generates a 
broader sense of enjoyment and a sense of fulfilment. Also, product engagement and 
participation puts a stop to the “one-way-only” stream of homogeneous mass-
produced product and is seen by Fletcher (2008:191) as a revitalisation of the design 
process. 
As discussed in sub-section 2.4.1.6, DIY activity fosters hands-on and active 
engagement with products and is considered a process of contesting the pacifying 
nature of the fast fashion industry and mass consumerism (von Busch 2008:51-57). 
Von Busch (2008:51-57) continues to suggest that active engagement with products 
would enable a more meaningful sense of self-determination and self-reflection by the 
user, which is in line with Tranberg Hansen’s (2004:[sp]) argument that active 
participation by the user would promote a new way of needs satisfaction. Tranberg 
Hansen (2004:[sp]) argues that empowering users and building skills would further 
encourage the fostering of “satisfaction of use” during the lifespan of a garment. Wolf 
and McQuitty (2011:165) concur that co-production and co-creation allow consumers 
to foster a long-lasting empathic connection with the product both during the making 
process and after completion, which adds to the functional value of the product.  
The view that DIYers “exist” in contrast to people being passive consumers of mass 
media is argued by Ratto and Boler (2014:18) in sub-section 2.4, suggesting that DIY 
activity signals a shift towards consumers becoming active participants in the 
engagement with and consumption of products. Moving away from a passive state of 
consumption, which is driven by “having”, to a more engaged state of “being”, “doing” 
and “interacting” is progress towards consumers buying products not just for 
immediate use but also for extended future use (Fletcher 2008:191). McGrath 
(2012:19) concurs and suggests that engagement would also allow the user to satisfy 
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their own unique needs more sustainably. Furthermore, as discussed in the previous 
sub-section, 5.2.2.1, co-production and co-creation require the user to change their 
perception of and relationship with the end product. Shifted away from being a passive 
consumer, to being empowered through the making and using of a garment, suggests 
that through satisfying one’s own needs, a greater sense of completion and fulfilment 
arises (Ehrenfeld 2008:73).  
 
 
 
Figure 5.10 – Superella alignment to DIY motivator: Fulfilment by creating 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
Figure 5.10 above outlines key concepts that transpired from the study, linking the 
design praxis of Superella to ‘fulfilment by creating’ as a motivator for partaking in DIY. 
Buter has a great affinity for collecting and cherishing objects, paper, clothing and 
fabric, and through repurposing these objects she changes their function to meet her 
specific requirements (AD 21:[sp]). She displays a sense of enjoyment and fulfilment 
out of rescuing and reusing found items in new ways, which is particularly evident in 
the décor of the Superella store (AD 12:[sp]). Buter does not throw away objects; she 
prefers to fix them so that they can last even longer; more specifically, she has a strong 
connection with clothing and fabric, and patches and mends her own garments (Trans 
1:188-189; Obs 3:63-65). Buter’s view of valuing the natural ageing and in-use 
qualities of products is in line with Salvia’s (2016:8) argument that by embracing the 
“imperfect” qualities of products a deeper connection between the user and the 
product is formed. Salvia et al. (2010:2) argue that “making”, “caring” and “making-
new” with what is at hand is a critical motivation for changing the perceived value of 
an item by DIYers, which is closely linked to the philosophy of “Wabi-Sab”’.54 
	
54 The philosophy and practice of Wabi-Sabi is discussed further in sub-section 4.3.2. 
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As discussed in sub-section 2.4.1.5, another way to foster a greater empathic user-
product relationship, and to increase the value of the garment, is through empowering 
the wearer to change, adapt or customise an item of clothing. Superella garments are 
characterised for being multi-functional in design, which enables the user to change 
the appearance of the garment through a simple fold or by buttoning the garment 
differently.55 The ability to engage with a garment on numerous levels allows the 
wearer to express their identity, needs and desires, suggesting that the wearer has a 
greater sense of fulfilment out of adapting and changing a garment. 
5.2.2.3 Belonging to a community 
As discussed in sub-section 2.4.1.7, there is a significant disconnect within the fast 
fashion system, as most consumers cannot remember when and where they bought 
an item from, who made the product, or what the product is made from. Fletcher 
(2008:141) argues that the current fashion industry is complex and notorious for 
covering up the production process. Furthermore, mass-produced items are 
considered to be “well-travelled”, with products being produced and distributed 
through a vast and often fragmented and fickle supply chain (Black 2013:3). The 
dislocation from the source, not knowing the community that grew the fibre, who made 
the fabric or the tailor who produced the garment are considered problematic 
according to Bly et al. (2015:131), who argue that there is little to no conscious 
awareness by the wearer of where a item comes from due to this disconnect. 
The current fast fashion industry undermines consumers by limiting their choices, 
“pacifying” them through prescriptive trends and prefabricated homogeneous products 
and visual identities.56 Fletcher (2008:119) argues that dislocation and pacification of 
consumers’ results in consumers feeling unrepresented by a fashion system which, 
as discussed in sub-section 2.3.2.1, could lead to insecurity and rising levels of 
psychological illnesses. Langdown (2014:[sp]) suggests that the only way to address 
psychological concerns that arise from unsustainable consumption behaviour is to 
distinguish and reconsider the way consumers are meeting and satisfying their needs. 
Langdown (2014:[sp]) continues that the current fast fashion system “encourages” and 	
55 Refer to sub-sections 4.4.2 and 4.4.3 for further discussions on Superella garments being multi-
functional and trans-seasonal. 
56 Refer to sub-section 2.4.1.3 for a further discussion on how the fashion industry disempowers 
consumers. 
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“enforces” prescriptive ideals within a never-ending cycle of meeting “want” desires 
rather than actual functional “need” ones.  
Fast fashion is in complete contrast to the recent past, where the fashion industry was 
much slower and localised. Bly et al. (2015:131) argue that a couple of decades ago 
consumers would come face-to-face with the maker of a garment, and the consumer 
would spend a considerable amount of time working with the designer in the making 
of an item of clothing. Coming in direct contact with the making process allows the 
user to have a greater understanding of and appreciation for the skill and 
craftsmanship involved, as well as insight into the origin of the textiles and the 
individuals involved in making of the final product. Locality and physical closeness to 
the production process aligns with Payne’s (2011:10) suggestion that should the user 
be involved in the design process, a more significant connection and appreciation of 
the product is established. Furthermore, the relationship, which transpires out of being 
involved and engaging with the various individuals in the making process, represents 
the authenticity of a community and fosters a sense of belonging between the user 
and the maker (Fletcher 2008:144). 
Moreover, locally-produced items hold the opportunity for designing smaller 
collections that are unique to the immediate community by using textiles and skills that 
are at hand (Fletcher 2008:141). The notion of “thinking global and acting local” as a 
way to achieve sustainability is suggested by Clark (2008:435), arguing that smaller, 
localised independent designers can work with the end-user in the creative 
development of the product. Working together in the development of an item of 
clothing allows the wearer to witness the production processes involved, which, 
according to McGrath (2012:19), would foster a deeper connection between the user, 
the maker and the garment. By establishing a relationship between the user, the maker 
and the product, the value of appreciation for the product and craftsmanship would 
increase, which has the potential to extend the lifespan of the product. Further, being 
part of the making process evokes a sense of belonging and suggests a dramatic shift 
in how products are being consumed, as quality is valued more highly than quantity 
(Shah 2014:5). 
DIY activities are reliant on skill sets being transferred, as the DIYer who has done 
something before would share know-how and advice with the novice doing it for the 
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first time. Langdown (2014:35) argues that DIY activities such as re-purposing through 
self-production, participatory design and co-design leads to the formation of creative 
networks between like-minded individuals. The skill transference between the peer 
and the novice suggests a sense of belonging to a community, as the DIYer has 
support in the making process. The establishment of the Internet, web 2.0 and, more 
recently, social media, open-sourcing of information and collaborative engagement 
between people with a shared purpose, has rendered data more accessible, where 
anyone can access skills and information, and share personal advice and knowledge 
(Salvia 2016:24). Fletcher (2008:190) argues that open-sourcing is an inclusive model, 
which allows users to share ideas, learn from each other and teach each other. 
Furthermore, being part of a collaborative community, the sense of belonging also 
promotes a sense of self-worth and purpose, making the user more independent and 
resilient. Fletcher (2008:190) continues that in a collaborative community, where ideas 
are shared, individuals are able to learn from each other and teach each other, 
promoting independence, resilience, self-worth and purpose. 
Key concepts that emerged out of the study in relation to ‘belonging to a community’ 
as a motivator are illustrated in Figure 5.11 below. 
 
 
 
Figure 5.11 – Superella alignment to DIY motivator: Belonging to a community 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
Buter has a very close relationship with her customers, and she believes that her 
clients are an integral part in the success of Superella.57 The relationship between 
Buter and her clients extends beyond selling new products, whereby her clients feel 
empowered and connected to Buter in such a way that they  bring their own fabric so 
that she can make  unique items for them (Obs 1: 16-17; Obs 4:158:160). This 	
57 Refer to sub-section 4.3.4 for further discussions on Buter’s relationship with her consumers. 
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relationship is also evident in the way that Buter engages with her clients, discussing 
possible purchases and advising her clients how to combine Superella items with other 
clothing items (Trans 1:154-155). In sub-section 4.3.3, Buter’s view on not selling her 
product in other stores is discussed, echoing the importance of engagement with her 
clients and her reasoning for only selling Superella garments in her own store. Only 
selling her garments in her store also allows Buter to share the Superella philosophy, 
providing a holistic perspective of the label, and the making process, showing that 
“clothes don’t fall from the sky, but are made by human hands” (AD 12:[sp]). 
Buter does not hide the manufacturing of her garments; paradoxically, the tailoring, 
cleaning of garments, ironing of seams and the construction of patterns happen in full 
view of anyone entering the store.58 In line with Payne (2011:10), locality, physical 
closeness to the making process and having a greater sense of awareness of the 
production process is of importance to Buter. Furthermore, being able to see and 
experience the whole making process fosters a greater connection with and 
appreciation of the product. For consumers to be able to come face-to-face with the 
people who make the garments and see the craftsmanship involved is similar to the 
way that the fashion industry was a couple of decades ago (Bly et al. 2015:131). 
As discussed in sub-sections 4.3.2 and 4.4.4, Buter designs smaller collections which 
are specific to her immediate community, using fabrics which are readily available to 
her. This view is in line with Fletcher’s (2008:141) and Clark’s (2008:435) suggestion 
that by thinking global and acting local, smaller independent localised designers can 
work with the end-user in the creative development of an item. Buter obliges with her 
clients ‘co-designing’ items of clothing, allowing her customers to be part of the 
process, fostering the idea that her clients are empowered to realise their own creative 
vision. Through co-designing and working together in the creation of a garment, an 
intrinsic relationship is established between Buter and her client, which is in line with 
Fletcher’s (2008: 144,190) argument that a collaborative community evokes a sense 
of belonging. Even though Buter finds some of the alteration or style change requests 
by her clients frustrating, nonetheless, it is crucial to Buter that her clients engage with 
what they wear (Trans 1:79-81; Obs 2:45-46). As Buter has the capacity to produce 
	
58 Refer to sub-section 4.3.1 to gain a deeper understanding of the Superella store as well as sub-
section 4.3.2 for an in-depth discussion on how Buter manufactures her garments inside the store. 
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garments which are specific to the wearer, a greater appreciation and connection 
between the wearer and the product is established, which, according to McGrath 
(2012:19), has the potential to increase the longevity of the item. 
Buter’s engaging with and allowing her consumers to participate in the making process 
is in complete contrast to the current fast fashion system, which undermines 
consumers by limiting their choices and pacifying them through the prefabricated 
homogenous product. With Buter’s clients being more engaged with what they buy, 
they are meeting, and satisfying, not just material (functional) needs but also start 
meeting immaterial needs (psychological). 59  Meeting immaterial or psychological 
needs, not through purchases but rather through engagement between the wearer, 
the maker and the product, is in line with Fletcher’s (2008:117-118) and Langdown’s 
(2014:[sp]) suggestions to achieve true sustainability. Moreover, by fostering 
engagement, skills and knowledge are transferred between Buter and her clients, 
which is in keeping with Langdown’s (2014:35) argument that DIY activities such as 
self-production, participatory design and co-design lead to the formation of creative 
communities between like-minded individuals, which are based on sharing skills and 
having a support structure between a novice and an expert. 
Co-design and sharing knowledge challenges the existing hierarchies of designer, 
producer and consumer, providing an alternative and more satisfying way to engage 
with purchases, as well as the formation of new social connections between the user 
and the maker (Langdown 2014:35). According to Mora et al. (2014:142), within a 
localised collaborative environment, where like-minded individuals share common 
interests and skills, there is the possibility of fostering a long-lasting relationship with 
the product, which leads to prolonged use of the garment. 
5.2.2.4 Uniqueness in identity 
As discussed in section 2.2, the current fast fashion system is characterised by 
prefabricating visual identities and prescriptive ideas through designing homogeneous 
trend-based products. Fletcher (2008:120) argues that the trend-driven fashion 
industry makes consumers feel unrepresented due to products being “complete” or 	
59 Refer to sub-section 2.3.2.1 for further discussions on the nine Fundamental Human Needs as 
identified by Manfred Max-Neef (1992). 
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“closed”, thus disenabling consumers to pursue their own visual identity. Fletcher 
(2010: 259-266) suggests that to move away from a rigid, homogeneous fashion 
system towards a more sustainable one would require enabling and empowering 
consumers to engage with fashion products in alternative ways. 
In the preceding sub-sections, it was discussed how enabling users through DIY 
activities could assist in fostering true sustainability. Further, with greater product 
diversity, consumers are able to create a unique identity without being reliant on an 
ever-changing trenddriver fashion system.60 Reiley and DeLong (2011:65,79) argue 
that in the twenty-first century there is a notable shift towards a “new age of aesthetic”, 
where the consumer is empowered and enabled to choose to create something “new” 
out of different types of products that are either sourced from a variety of stores and 
markets or made by the user. Fletcher (2008:130) agrees that ideas around visual 
identity have changed and that consumers no longer follow set rules or prescribed 
ideals based on trends. Furthermore, Shah (2014:2) contends that identity formation 
has moved beyond the preconceived notions of gender, race, and class, and that there 
is a move towards alternative visual representations of the self. 
Through empowering consumers, users are able to move away from hegemonic ideas 
of dress and the prescriptive nature of the fast fashion system towards being liberated. 
Shah (2014:2) continues that the move towards meaningful engagement between the 
user and what they buy allows users to mix and match second-hand items, high-end 
fashion and craft with mass-produced pieces to create a unique “look”. Ehrenfeld 
(2008:130) concurs, stating that in his study, wherein consumers willfully removed 
themselves from mainstream fashion, thus eliminating the perceived pressure to 
consume more, a sense of freedom to create themselves was reported. Further, 
according to Ehrenfeld’s (2008:130) observations, encouraging and empowering 
consumers to create their own visual identity allows the wearer to foster a unique and 
authentic self. Fuad-Luke (2010:147) argues that the sense of uniqueness in identity 
is established by the user’s empathic connection with a product, and that through the 
combination of authentically selected items, the user is able to create their own 
narrative. 
	
60 Refer to sub-sections 2.4.1.3 and 5.2.1.3 for further discussions on product diversity. 
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In sub-section 2.4.1.3, Reiley and DeLong (2011:75) argue that visual identity is driven 
by a desire for uniqueness, which is informed by “motivation, knowledge and lifestyle”; 
also, finding rare and uniquely different products in second-hand stores or those made 
by independent designers allows for the opportunity to create a more distinctive and 
unique appearance. Jenkins and Hillmire (2015:6) agree that a wide variety of 
products such as vintage and second-hand ones enables consumers to find unique 
and distinctively different garments, setting them apart from the hegemonic fashion 
system and homogeneous culture. Thus the user becomes an active participant and 
the creator of their own visual narrative, by choice rather than via a mandate. Reiley 
and DeLong (2011:64), as well as McGrath (2012:17), argue that the “sameness” of 
mass-produced products limits consumers’ creativity and their ability to create an 
authentic, individualised and unique appearance. Shah (2014:3) poses the question 
of how “free” consumption choices are, and also if “by wearing mass-produced clothes 
do we become mass produced people?” as clothing manifests both inner and outer 
aspects of the consume’rs identity. 
Langdown (2014:39) argues that DIYers are concerned with reclaiming fashion and 
youth culture away from a “cookie cutter” mentality, through authentic engagement 
with the products that they buy and make, as well as by establishing an empathic 
relationship with the maker of the product. Reiley and DeLong (2011:65) agree that 
DIYers express a unique appearance by combining a wide variety of products, which 
is in line with the counter-narrative behaviour of the Punk Movement from the 
seventies.61 In line with the Punk Movement, DIYers reject homogenisation in favour 
of expressiveness and difference to be able to create a unique product experience 
(Wolf & McQuitty 2011:163; Sanders & Stappers 2012:17).  
This is in line with Shah’s (2014:2) suggestion that by shifting away from hegemonic 
ideas of dress and resisting the restrictive nature of the fast fashion system through 
meaningful engagement with products a sense of liberation in uniqueness is 
established. The sense of freedom to create their own authentic visual narrative by 
removing the perceived pressure to consume more builds a broader sense of 
confidence within the consumer (Ehrenfeld 2008:130). Fletcher (2008:166) agrees 
that establishing an emotional bond with the product and the maker encourages 	
61 Refer to section 2.4 for an in-depth discussion and historical background on the Punk Movement. 
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prolonged use and an overall sensitivity towards how the garment is made, what it is 
made of, and who made it. Thus, by incorporating a broader understanding around 
the product and the user’s authentic identity, the satisfaction of human needs shifts 
away from just material need satisfaction, towards satisfying immaterial needs such 
as “freedom, uniqueness, resistance, authenticity and well-being” (Bly et al. 
2015:132).  
Figure 5.12 illustrates the connection between relevant concepts that emerged out of 
the study in relation to ‘uniqueness in identity’ as a motivator for engaging with DIY 
activities or behaviours. 
 
 
 
 
 
Figure 5.12 – Superella alignment to DIY motivator: Uniqueness in identity 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
Buter’s freedom to explore creatively, making rather than buying, and not being forced 
to follow any prescribed ideas of what is considered fashionable, has set the 
foundation for her design praxis.62 Buter and the approach to her design praxis aligns 
with Sanders and Stappers’s (2012:17) description of DIY, whereby DIY behaviour is 
thought of as a reaction towards mass consumerism by not following any preconceived 
ideas and challenging what is considered fashionable. 
The above-mentioned view, questioning what is considered fashionable, is also 
evident in how Buter will never “push” items onto her clients, rather encouraging them 
to engage more with what they purchase (Trans 1:79-81; Obs 2:45-46), to choose 
items authentically, and to combine Superella clothing with other “normal” items (Trans 
1:154-156). It is essential to Buter that the women who wear Superella have the ability 
and freedom to express themselves, regardless of their body type or age, as they are 
	
62 Refer to sub-section 4.2.1 for further details on Buter’s background and upbringing. 
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individual and have their own personal style. Buter strongly believes in individual style, 
saying, “the individual is more important than what I [Buter] do” (Trans 2:169-171). 
Buter does not design prescriptive or contrived “looks” or ideals, believing people are 
different, and she feels that people should express their individuality by being 
themselves through what they wear.63 Buter hopes that her clients will take Superella 
garments and be able to expand and build on their own visual identity (Trans 2: 171-
172).  
Furthermore, Buter’s inspiration stems from unique, individual and “normal” people.64 
Buter’s inspiration for her garments draws strongly on urban domestic workers, people 
on the street and poor people, as she finds the way that these “normal” people 
combine their “uniform” with other fashion products fascinating. She admires how the 
“underprivileged” express their uniqueness and individuality through “layering their 
overalls and aprons with their own clothes” (AD 24:[sp]). Furthermore, as discussed 
in sub-section 4.2.3, Buter often calls on friends and family to model her latest 
collection, as she believes that Superella customers are ordinary people who cannot 
be defined by size, age, gender, or race. Instead, Buter feels that it is vital for her 
clients to express their authentic personalities and their unique appearances through 
the clothing that they buy, and the way that they combine items of clothing to create a 
new “look”.  
Unlike the current fashion industry, which uses standard sizes and commercially 
“pretty” models in campaigns or runway shows, Buter generally only uses “normal” 
people, and friends. 65  Buter often celebrates and draws attention to individual 
uniqueness, as seen in her 2008 collection, where she explored the narrative of being 
“young at heart”, whatever age you are. In this collection, Buter decided to use only 
older ladies, ranging in age from 66 to 88 years old as models, echoing her ethos that 
it does not matter what your size, age, gender or race is; all women are beautiful and 
unique. 
	
63 Refer to sub-sections 4.2.2 and 4.3.4 for further discussions on Buter not following trends or enforcing 
an idealised look onto her clients. 
64 In sub-section 4.2.4, Buter’s inspiration is discussed in further detail. 
65 Refer to sub-section 4.2.3 for a further discussion on Buter using everyday people as models, and in 
sub-section 4.2.4, Buter’s drawing inspiration from everyday workers is discussed. 
	 178	
In sub-section 5.2, the findings that transpired out of the study were discussed and 
presented through the lens of DIY as a sustainable approach to a fashion design 
praxis.		
5.3 ALIGNING DIY AS APPROACH TO SUSTAINABILITY 
Following the discussion of the findings and the alignment of the design praxis of 
Superella to DIY in the previous section, this section will discuss the connection 
between the Wolf and McQuitty (2011) DIY Motivator Framework and the Armstrong 
and LeHew (2011) DSP. 
Throughout Chapter 2, it was discussed that slowing down the fashion system, having 
a greater sense of awareness of the impact that products have on the environment, 
the user and the maker, through designing, producing and consuming differently, 
would change the fast fashion system towards an industry which is more sustainable. 
Having sensitivity towards speed during both the production and consumption of a 
product, by emphasising the quality of resources, human conditioning, working 
conditions, business practices, product and not quantity is recommended by Fletcher 
(2008:163). Fletcher (2008:173) envisages a scenario where consumption is linked to 
having a greater awareness of the impact that a purchase has, both materially and 
immaterially, on the environment, the user, the maker and the world at large. 
The proposed vision that Fletcher (2008) refers to is similar to the Slow Food 
Movement, where consumers gain the same pleasure of buying products, but with 
greater awareness and responsibility, through their own conscious action.66 Clark 
(2008:443) argues that slow fashion has three lines of reflection: firstly, appreciating 
resources such as water, plant life and labour; secondly, through transparent 
production systems, the user can make informed choices based on knowing where 
the product was made, what it is made of, and by whom it was made; and, lastly, by 
producing sensorial products, which are of higher value to the user as an empathic 
connection is established between the user, the maker, the making process and the 
product. 
	
66 Refer to sub-section 2.2.2 for a further discussion on the Slow Food Movement and Slow Fashion as 
an approach to sustainability. 
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Furthermore, Clark (2008:440) suggests that by gaining knowledge of the making 
process and forming a relationship with the maker, consumption behaviour would shift 
towards that which is more sustainable. In line with Clark’s (2008:440) suggestion, 
Armstrong and LeHew (2011:45) argue that slow design is a move towards designing 
for sustainability, whereby social and environmental well-being is more important than 
the acquisition of a product. Langdown (2014:34) concurs that slow design offers a 
more sustainable and rewarding means to the consumer-product relationship by 
moving beyond the never-ending search for something new, and appreciating the 
pleasurable and meaningful aspects that clothing provides. 
5.3.1 New Dominant Social Paradigm (DSP) 
Armstrong and LeHew (2011:38-50) developed a non-linear approach to fashion 
sustainability, dividing fashion sustainability into a four-stage continuum (refer to sub-
section 2.3 for an in-depth discussion on the DSP). The paradigm is divided into two 
main categories: namely, the production phase,67 which comprises of ‘product’ and 
‘results’ focused approaches, and the post-production phase, consisting of ‘needs’ and 
‘lifestyle’ based interventions. 68 In the post-production phase, user involvement and 
engagement with products are considered as possible means for achieving 
sustainability. 
Level one of the paradigm comprises of production-related approaches, which are 
primarily concerned with waste as a result of ‘traditional’ production-consumption 
processes, as well as unethical labour practices. In this phase, products are designed 
without any consumer involvement or participation, and the suggested interventions 
only address ecological concerns. In level two, more efficient production systems are 
recommended, such as C2C, durability of the products, and prolonging the expected 
lifespan of the product (LCA). In level two, products are designed with the user in mind, 
aiming to foster consumer awareness and engagement with the product. 
In level three of the Armstrong and LeHew (2011) paradigm, approaches such as 
localisation, laundering, disposal, recycling, second-hand shopping and participation 	
67  Refer to sub-section 2.3.1 for further discussion regarding sustainable approaches within the 
production phase. 
68 Refer to sub-section 2.3.2 for further discussion regarding sustainable interventions within the post-
production phase. 
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are proposed. Designing and promoting new avenues for the user to engage with what 
they buy, and how they could buy differently, are suggested as ways to shift consumer 
behaviour towards consumers satisfying their own needs rather than being reliant on 
products or a fashion system. In the last of the four levels, which is discussed in sub-
section 2.3.2.2, it is suggested that the consumer has the potential to engage with the 
product actively through making, caring or mending. 
Smal (2016:121–123) argues that the four levels in the Armstrong and LeHew (2011) 
paradigm build on each other and that all four of the levels are equally essential to 
achieve sustainability. Furthermore, Smal (2016:239) suggests a foundational level, 
which is based on the people and their social and ethical responsibility, implying that 
this foundational level is the driving force underneath the other four levels. Smal 
(2016:249) argues additionally that all practices, interventions, strategies and 
processes within the DSP are informed by, and should be viewed from, this fifth level. 
This is because the people who implement environmental sustainability are ultimately 
the driving force for achieving sustainability, and not necessarily the interventions per 
se (Smal 2016:249). As illustrated in Figure 5.13 below, the fifth level informs the 
others and is the central axis for contributing to and achieving sustainability. 
 
Figure 5.13 – Developed ‘New Dominant Social Paradigm’ 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016) 
Addressing unsustainability effectively requires not just promoting a new way of 
manufacturing, usage and waste management, but, more importantly, it is concerned 
with dematerialising economies and daily practices by the individuals involved in the 
making and use of a garment. Wood (2011:38) and Kiem (2011:36) suggest that by 
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fostering new relationships, which are based on the user being both informed and a 
participant, the useable lifespan of the product could be prolonged through practices 
such as repairing, upgrading, renting, reusing and recycling. Sustainability requires 
the simultaneous efforts of saving resources and addressing environmental concerns 
while satisfying the symbolic (fashion), material (clothing) and immaterial 
(psychological) needs of the consumer, with the primary concerns being efficiency, 
balance and the promotion of well-being (Fletcher 2008:175; McGrath 2012:8). 
Fletcher (2008:175) suggests a new holistic value system, which offers a sustainable 
perspective on consumption, and which is driven by the user and not by the fashion 
system. Kiem (2011:38) agrees and argues that achieving sustainability would require 
the development of a culture of sustainability, a culture of consumption which is not 
purely an act of buying, but rather a way of life, where sustainability is part of the user’s 
culture, as exemplified by growing one’s own food, mending and repairing garments, 
and making objects for self-consumption. Producing minimally and consuming fully 
would instil effective sustainability, which values labour, craftsmanship and design, 
and ultimately prolong the lifespan of the product (Bramford 2011:40; Kiem 2011:38).  
In line with the above discussion, and as suggested by numerous other theorists69, the 
user should be involved during the design process, by consulting or by co-designing 
products. However, it is significant that user-participant as an approach can only 
represent a generalised and small segment of a community, as users are unique, have 
different cultural influences and beliefs, and their individual view of the world cannot 
be generalised. However, the user remains disempowered and reliant on buying 
products that are ‘designed for the user’ and not genuinely ‘designed by the user’. 
Thus, the user continues to consume products within the constraints of a system which 
is based on prescriptive trends and ideas that are focused on increasing profits. 
A holistic and integrated approach, which focuses on inspiring users, promoting 
participation and the empowerment of users, allows for the development of a more 
responsible user-garment relationship. Fletcher ([sa]:7) argues that the development 
of a user-garment relationship would establish a new, more sustainable way of life, 	
69 Theorists such as Bly et al. (2015:130-133); Clark (2008:435); Drier (2017:1); Fletcher (2008:141); 
Kiem (2011:36); Langdown (2014:35); McGrath (2012:3, 9); Mora et al. (2014:142); Reiley & DeLong 
(2011:65); Salvia et al. (2010:2); Tranberg Hansen (2004:[sp]); Mathilda (2011:[sp]); Wolf & McQuitty 
(2011:154); Wood (2011:38) and Xie et al. (2008:199). 
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which is not predicted by a growth-driven fashion system. Further, this approach 
allows for the fostering of well-being that is not driven by having more, but rather by 
having a broader perspective and more holistic understanding of the product, the 
making process and the maker. Having an integrated understanding of, and 
appreciation for, the product and the maker would allow the user to reach their full 
potential and extend their own capabilities by learning new skills and practices. 
Ultimately, by challenging the current fast-fashion system and decentralising the 
relationship between the maker and the user, the role of who is the authoritative all- 
knowing maker of a product begins to shift towards the consumer becoming the user, 
the maker and the designer. The designer becomes the educator and facilitator who 
share know-how and skills, leading to consumers developing a more holistic 
sustainable worldview, which is not limited to one kind of product or brand but rather 
a changed perspective and lifestyle.  
5.3.2 DIY 
As this study is concerned with positioning DIY as an approach to sustainability within 
the Armstrong and LeHew (2011) DSP, the suggested interventions within the 
paradigm were aligned with the Wolf and McQuitty (2011) DIY Motivator Framework 
in sub-section 2.4. In sub-section 2.4, it was discussed that DIY goes beyond the frugal 
hands-on activities of repairing, saving and making things (von Busch 2008:48). DIY 
creates experiences, which allows the DIYer to develop skills and a different view on 
how to use and engage with products through adapting and maintaining products to 
meet their personal needs (Wolf and McQuitty 2011:163). Being empowered, resilient 
and self-sufficient, the DIYer can make or change products to overcome product 
dissatisfaction and the lack of diversity within the current mass-produced consumerist 
market. 
Sanders and Stappers (2012:17) argue that DIY activities are a reliable indicator that 
people are searching for ways to express their creativity differently. Also, there is a 
notable growth in people expressing their uniqueness, individuality and creativity 
through DIY activities, extending beyond the immediate making and use of a product 
(Sanders & Stappers 2012:17). It is suggested by Murray (2011:1) that DIY allows for 
the user-product relationship to move beyond consumption and production of 
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products, to rather foster a symbolic value to the user-maker and present an 
alternative way of being in the world at large. McGrath (2012:19) concurs and suggests 
that products which are being used beyond functional needs allow the user to use 
them as a medium to engender greater well-being in a healthy, sustainable and more 
meaningful way. 
The findings from this study indicate that DIY is not just a process of self-production, 
but that the motivation behind DIY is a way of being in this world, of being more 
knowledgeable, responsible, independent, empowered and empathically connected to 
the product, the making process, the maker and other like-minded individuals. Thus, 
DIY as a sustainable approach to a design praxis is positioned within the DSP as a 
whole, rather than aligning to one of the sublevels as illustrated in Figure 5.14. 
 
Figure 5.14 – DIY within the ‘New Dominant Social Paradigm’ 
(developed by the author, based on Armstrong & LeHew, 2011; Wolf & McQuitty, 2011; Smal, 2016). 
By seeking diversity in products, opposing standardisation, learning skills and 
collaborating with the maker, as well as by embracing their cultural identity, the user 
can shift from just satisfying material needs to also meeting immaterial ones. Fletcher 
(2008:125) argues that by nurturing the relationship between the user, the maker and 
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the product, there is the potential for starting a new discourse around sustainability. 
Creating meaning by actively participating, sharing skills and evoking imaginative 
design, which encourage versatility, innovation and customisation within a newly-
formed community, would allow for sustainability to be embedded in humankind. 
5.4 CONCLUSION  
This chapter discussed the findings of the third round of coding by sorting the design 
praxis of Superella into the lines of reflection following the DIY Motivator Framework 
developed by Wolf and McQuitty (2011). Furthermore, the findings from the study were 
aligned to existing theory and literature on sustainability by following the Armstrong 
and LeHew (2011) paradigm as well as the suggested fifth level by Smal (2016). 
Following the discussion and alignment of the study to the developed framework and 
to sustainability, an integrated view of the developed framework was presented. By 
aligning the design praxis of Superella to the developed framework and sustainability, 
the objectives of the study were achieved, and the research question answered. 
Buter’s approach to her design praxis reveals that she has a holistic and ontological 
worldview, and her philosophy extends to her approach within her design praxis. 
Buter’s focus and her aim is centred on solving the everyday problem of “what to 
wear”. Her embedded empathic connection to objects and the stories that these items 
have influences her design thinking and the way that she designs garments. She finds 
inspiration in local everyday people and historical dress rather than following global 
fashion trends. Furthermore, Buter encourages her clients to express their authentic 
identity through the clothing that they wear, in the hope that they will forge a deeper 
empathic connection with the items. 
A critical sustainable consideration in the design praxis of Superella is the non-
monetary value of clothes, in other words, fostering a deeper understanding of 
craftsmanship and design with her clients, which leads to slower consumption, and 
empowers the wearer to become an active participant in the expression of their own 
authentic narrative, which, in turn, contributes towards sustainability. However, the 
primary link to sustainability is the empathic connection with the product, the making 
process and the designer. These findings are further discussed in Chapter 6, which 
summarises and concludes the study.	  
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CHAPTER SIX – CONCLUSION 
 
6.1 INTRODUCTION 
In the previous chapter, the developing findings from the results of the data analysis 
were discussed. Figure 6.1 below provides an overview of the following chapter. This 
chapter is a reflection and an overview of the research undertaken, through addressing 
the research question, aim and objectives of the study and summarising key concepts 
and findings. The chapter concludes with recommendations for further research, plus 
a personal reflection. 
 
Figure 6.1 – Chapter Six Layout 
(developed by the author) 
The chapter reflects on how the research question was answered in section 6.2, 
aligning to the aim and objectives of the study, by summarising the reviewed literature, 
research design, methodology and key findings within the developed framework. 
Emotional durability and the empathic connection to the making and use of a product 
are discussed in section 6.3, followed by reflecting on the contributions and limitations 
of the research. Following this, recommendations for possible future studies are 
presented in section 6.5, and a personal reflection in section 6.6. 
6.2 ANSWERING THE RESEARCH QUESTION 
This section provides an overview of the study by explaining the findings that emerged, 
thus addressing the aim of the study and answering the research question.  
6.1
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Chapter 1 provided an overview and introduction to the study, defining the research 
question, aim and objectives. The question that this study aimed at answering was: 
What is South African clothing label Superella’s design praxis in relation to DIY as an 
approach to sustainability?  
The study focused on researching and describing the design praxis of South African 
clothing label Superella concerning DIY as an approach to sustainability. The aim of 
the research study was to be achieved through three objectives, as illustrated in Figure 
6.2 below. The first objective was to explore existing theories and approaches around 
sustainability within the Armstrong and LeHew (2011) DSP. Secondly, the researcher 
aimed to position DIY as an approach to sustainability within the Armstrong and 
LeHew (2011) paradigm, by following the motivation for partaking in DIY according to 
the Wolf and McQuitty (2011) DIY Motivator Framework. Lastly, the eight motivators 
within the Wolf and McQuitty (2011) framework were used to reflect on in order to align 
the design praxis of Superella within the framework of the study. 
 
Figure 6.2 – Objectives of the study 
(developed by the author) 
The outcome of the three objectives collectively aided in the answering of the research 
question. The processes followed to meet the research objectives will be explained in 
further detail in the following sub-sections. 
6.2.1 Overview of literature review 
In order to explore and describe the design praxis of Superella concerning DIY as a 
sustainable approach, fundamental theories around sustainability and the motivation 
for DIY had to be explored. It required a review of existing theories on sustainable 
strategies within the Armstrong and LeHew (2011) DSP. Further, as this study is 
concerned with positioning DIY as a sustainable approach within Armstrong and 
LeHew’s (2011) paradigm, a critical review of literature on DIY was conducted to gain 
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an understanding of the reasoning for partaking in DIY. The review of the literature for 
each of the constructs was presented in Chapter 2. 
In Chapter 1 the term ‘fashion' in the context of ‘fashion-sustainability’ was discussed 
as being paradoxical and problematic, as ‘fashion’ is usually characterised by fast 
consumption that is driven by profit, high turnover and capitalist growth, and not 
necessarily by value (Black [sa]:[sp]; Black & Anderson 2010:255; Kaiser 2012:12-13; 
Bly et al. 2015:125). Tulloch (2010:275) suggested the constructed term “style-
fashion-dress” as a more fluid and holistic approach to “fashion sustainability”. The 
construct “style-fashion-dress” was unpacked in detail, and the term “clothing” was 
positioned in the centre of the construct. Clothing was identified as the most neutral 
field for exploring sustainable fashion as it is concerned with meeting the most basic 
human need, i.e. for subsistence and protection.70 
Chapter 2 provided an overview of core literature on the current fashion industry by 
defining “slow fashion” and “fast” fashion. Within the field of “slow design”, the literature 
revealed that sustainability has moved beyond mere consciousness of the planet, and 
has become representative of an emerging meta-narrative (Payne 2011:1; Black 
2013:3). Slow design is defined as a shift away from designing purely for the individual 
towards designing for social and environmental well-being, with less emphasis on 
acquisition and more on sustainable development and greater well-being. 
The DSP by Armstrong and LeHew (2011) was explored as a non-linear approach to 
achieving sustainability in fashion. The paradigm is divided into two main categories, 
namely: ‘production’ and ‘post-production’, with the two main categories further divided 
into ‘Product’, ‘Results’, ‘Needs’ and ‘Lifestyle’ as illustrated in Figure 6.3. Suggested 
sustainable approaches within the four levels were presented in line with Fletcher’s 
(2008:175) argument that sustainability requires the simultaneous efforts of saving 
resources and addressing environmental concerns, while satisfying the symbolic 
(fashion), material (clothing) and immaterial (psychological) needs of consumers. 
Defining these concepts allowed the framing of sustainability not to be isolated to the 
individual or the industry. Instead, sustainability is about fostering self-awareness as 
	
70 Refer to sub-section 2.3.2.1 for further discussions on the taxonomy of human needs as identified by 
Max-Neef (1992). 
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human beings and building relationships with others, including the makers of the 
product. It was identified that by shifting the emphasis from the ‘designing of products’ 
to ‘designing modes of engagement’, the relationship between the user, the maker 
and the product is nurtured, holding the potential for starting a new discourse around 
sustainability. Following Smal’s (2016:236-239) argument (refer to sub-section 2.3.3), 
the foundation to all four levels is the underlying social and ethical responsibility that 
the producer and the user have for natural and human resources. As illustrated in 
Figure 6.3 below, the fifth level is positioned as the central axis to the paradigm. The 
people involved in the making and use of a product have an empathic relationship with 
the item, which is in line with Fletcher’s (2008:125,175) suggestion that achieving a 
genuine, transformative sustainability requires both the maker and the user to take 
active responsibility for being more sustainable. 
	 
Figure 6.3 – Suggested interventions within the ‘New Dominant Social Paradigm’ 
(developed by the author, based on Armstrong & LeHew, 2011; Smal, 2016) 
Furthermore, Armstrong and LeHew (2011:45) suggest that designers use the scale 
of fundamental human needs, developed by Max-Neef (1992), to guide product 
development towards products with profound meaning to the consumer. Max-Neef 
(1992) identified nine fundamental human needs and subdivided these under ‘material 
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needs’, namely: subsistence and protection, and ‘immaterial needs’: affection, 
understanding, participation, creation, recreation, identity and freedom.71  
In sub-section 2.4, the motivation for partaking in DIY was conceptualised by 
comparing scholarly views and relevant literature, providing a historical background to 
the philosophy of DIY and the reasoning for partaking in DIY. The motivation for DIY 
activities and behaviours, according to Wolf and McQuitty (2011), can be divided into 
two main categories, firstly: ‘Product and service evaluation’ and secondly ‘Identity 
enhancement’, with each of these categories further sub-divided into four motivators 
as illustrated in Figure 6.4 below. 
	 
Figure 6.4 – DIY Motivator Framework 
(developed by the author, based on Wolf & McQuitty, 2011) 
The category ‘Product and service evaluation’ deals with the motivation for self-
production or DIY in relation to product and service evaluation. The first motivator in 
this category, ‘economic benefits’ stems from saving money by doing-it-yourself. The 
second motivator, ‘quality of a product’, considers the inferior quality of mass-
produced items. The next motivator, ‘diversity of product’, is viewed as a motivator due 
to a desired product or service not being accessible to the user because of location or 
	71	Refer to sub-section 2.3.2.1 for further discussions on the fundamental human needs as identified 
by Manfred Max-Neef (1992). 
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price point. The final motivator, ‘customisation of a product,’ is one of the key 
motivators for DIYers, as the ability to create something new out of raw and semi-raw 
material, or by combining existing items with raw material, leads to the maker meeting 
their own material and immaterial needs. 
The second category within the DIY motivator framework relates to ‘Identity 
enhancement’, dealing with ways that DIY enhances and promotes a more authentic 
self that is unique to the individual. The first motivator in this category, ‘empowerment 
by creating’, explores how DIYers develop skills and express themselves through DIY, 
gaining a sense of freedom and empowerment. The second motivator, ‘fulfilment by 
creating’, is closely linked to empowerment, as there is a sense of accomplishment by 
doing something others cannot or do not want to do. ‘Belonging to a community’ is the 
third motivator under this category, where the DIYer has support in the making process 
from other like-minded individuals. The fourth motivator is ‘uniqueness in identity’; this 
sub-category is not just a motivation for social non-conformity, but also attributes that 
the uniqueness of DIY products could add to the DIYer being able to express their own 
authentic visual identity. 
An overview on sustainability and suggested interventions was provided in order to 
position sustainability as a global phenomenon. The role that DIY activities or 
behaviours could play in achieving sustainability, through shifting the user-product 
relationship towards fostering an empathic connection with the product, indicated the 
research gap. The research gap arose due to the lack of literature and research on 
DIY as an approach within a design praxis. As DIY does not necessarily involve 
concrete plans, methods, tools or checklists, the Wolf and McQuitty (2011) framework 
provided a structure for the study, based on the motivation for partaking in DIY. The 
framework allowed for the study to position the design praxis of Superella within the 
construct of DIY as a sustainable approach to her fashion design praxis. 
The first objective of this study was to expand on the Armstrong and LeHew (2011) 
paradigm by exploring the model and relevant theories on fashion sustainability. 
Objective one was met in two parts: firstly, by reviewing literature on sustainability to 
position the current fast fashion system in a global context and, secondly, as presented 
in sub-section 2.3, suggested sustainable strategies and interventions were positioned 
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and aligned to the levels within the Armstrong and LeHew (2011) paradigm, thus 
meeting objective one. 
Relevant literature on DIY as an approach to making and using was explored and 
unpacked in sub-section 2.4. A background to DIY and the motivation for partaking in 
DIY underpinned by sustainability was discussed at length, following the Wolf and 
McQuitty (2011) model, thus meeting the second objective of the study. The second 
objective was to explore and position DIY as an approach to sustainability, to be able 
to develop a framework for fashion sustainable fashion design praxis. 
After the theoretical framework and research question had been unpacked and 
presented, the research strategy and design for the study was selected. 
6.2.2 Overview of research design and strategy 
The following sub-section outlines the research strategy, which was used to achieve 
the objective of describing the design praxis of Superella and to position the design 
praxis within the theoretical framework (refer to Appendix D). A qualitative research 
approach was taken, as the aim of the study was to understand the relationship 
between Superella’s making process and DIY as a sustainable approach to a fashion 
design praxis. A synopsis is provided of the selected research methods used in the 
study, including the use of purposive sampling, semi-structured interviews, 
observations, archival content analysis and relevant ethical considerations.  
In Chapter 3 the research design and strategy for this study was discussed and 
warranted. In sub-section 3.2, an overview of the intrinsic qualitative research 
approach that guided the selection of a case study research design was presented. A 
case study was selected as the most appropriate research design strategy as the 
study is concerned with a specific unit, the understanding of a single clothing designer 
in South Africa, concerning DIY as an approach to sustainability. The methodology of 
the study included the use of semi-structured in-depth interviews as the primary source 
of data; archival content such as images of previous collections, popular media articles 
and other interviews was also considered. Further, as added support to the research, 
detailed and reflective field notes were kept in a journal during all observations. 
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As this study is concerned with the design praxis of a single clothing designer within a 
‘real-life’ context, purposive sampling was used to select the most suitable participant. 
This allowed the researcher to discover and gain a deeper understanding of the 
particular phenomenon. Based on the researcher’s knowledge of the South African 
fashion industry, the first step was to identify a fashion designer who appears to 
implement DIY, underpinned by sustainability, as an approach to their design praxis, 
based on the concepts that emerged out of sub-sections 2.3 and 2.4. Furthermore, 
the designer needed to be experienced, respected and recognised within the South 
African fashion industry, to have been in business for more than 15 years, and to 
showcase new collections at fashion weeks or other design platforms regularly. All 
interviews were conducted in person with the participant within the designer’s 
workspace, as the designer did not want to be away from her staff or the store. The 
interviews were recorded with an iPhone audio recording application, and the recorded 
interviews were transcribed verbatim to aid the researcher in preparing for the data 
analysis. 
The qualitative content analysis allowed for the coded data to follow the categories of 
the study’s developed framework. Subsequent to the pre-coding phase, the first round 
of coding revealed the need for the formation of new categories, as there was a cross-
allocation of data within the eight DIY motivators. After evaluating the data segments, 
the data was re-allocated into six new categories in the second round of coding, 
allowing the data to guide the formation of the new categories. The third round of 
coding sorted the design praxis of Superella into the lines of reflection, according to 
the DIY Motivator Framework developed by Wolf and McQuitty (2011). The findings 
were assessed and interpreted in preparation for the discussion in Chapter 5, aligning 
to the two main categories, ‘Identity enhancement’ and ‘Product and service 
evaluation’. 
Ethical considerations pertaining to the study followed the ethical code of conduct as 
set out by the University of Johannesburg. The participant’s rights to full disclosure of 
gathered information, withdrawal and anonymity were considered. Buter was provided 
with an information leaflet and a consent form, which outlined the nature and purpose 
of the study, what would be required from her and what rights she has. 
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6.2.3 Overview of findings  
The holistic interpretation of the findings will be discussed in this sub-section to 
achieve the aim of the study. The study aimed to explore and describe the design 
praxis of South African clothing label Superella in relation to DIY as an approach to 
sustainability. The objectives of the study required the exploration and description of 
the design praxis of Superella, and the subsequent alignment of the design praxis to 
the Wolf and McQuitty (2011) DIY Motivator Framework as a sustainable approach. In 
Chapter 4, the data analyses from the two rounds of coding were presented, followed 
by the discussion of the findings from the third round of coding in Chapter 5. 
In Chapter 5 it was argued that the eight motivators within the Wolf and McQuitty 
(2011) framework cannot be seen as isolated individual motivators, but that the 
motivation for DIY activity is rather informed by all eight of the motivators as illustrated 
in Figure 6.5 below. The connection to the making process and the product, both 
during the making process, and even more so during the use of the product, motivates 
the user to become a user-maker or DIYer. 
	 
Figure 6.5 – Theoretical framework of the study 
(developed by the author, based on the DIY Motivator Framework by Wolf & McQuitty, 2011) 
The findings of the study indicate that Buter’s way of being in this world, her 
philosophy, beliefs, values and personal practices, are the same as the philosophical 
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underpinning of her clothing label Superella. Buter’s view is that objects have meaning, 
which extends beyond the here and now, and that through embracing the qualities of 
ageing and in-use, the lifespan of the object can be extended. Further, Buter strongly 
believes in creating something out of nothing by fostering an empathic connection with 
items, by using old found objects in new ways, changing the function to meet her 
immediate need, rather than partaking in mass consumerism, thus aligning with the 
ideas of ‘slow living’ and ‘slow fashion’ as discussed in further detail in sub-section 
2.2.2. 
Buter is concerned with individuality, authenticity, simple living and autonomy, and 
these reflect in the relationships she has with her clients and the products that she 
makes. Buter’s undertaking is to simplify her life and the lives of her customers in 
relation to ‘what to wear’ by designing simple garments which are easy to care for, 
trans-seasonal and durable. Buter's approach to life and her design praxis are 
informed by Buter’s personal desire for simplicity and comfort and in solving the 
problem of ‘what to wear’. 
In the following sub-sections, the key findings from the study in relation to DIY as a 
sustainable approach to the design praxis of South African clothing label Superella will 
be summarised to achieve the aim and objectives of the study. 
6.2.3.1 Product and service evaluation 
Concerning the first line of reflection, ‘Product and service evaluation’ as a category 
for partaking in DIY within the Wolf & McQuitty (2011) DIY Motivator Framework entails 
motivators in relation to product and service dissatisfaction. The motivators within this 
category consist of ‘economic benefits’, ‘quality of products’, ‘lack of diversity’ and the 
ability to ‘customise’ products to meet the DIYers’ personal needs. 
At an early age, Buter was taught how to do craft and sew by her mother, and was 
encouraged not to follow mass consumerist homogeneous views, but to explore and 
express her own authentic identity through making, rather than buying. Buter rarely 
bought clothing from retail stores when growing up, as she felt that retail-clothing 
stores lacked diversity, the product was un-relatable to her, and she found the 
offerings to be limited. Not buying mass-produced items remains evident in Buter’s 
life, as she prefers to buy second-hand and vintage items that have more character. 
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Superella garments are characterised by being multi-functional in design, whereby the 
wearer can change and customise an item of clothing to express their identity, unique 
needs and desires. The garments are not “closed” or “complete”, instead, there is a 
sense of freedom as the wearer is encouraged by Buter to buy clothing differently, 
fostering an empathic connection with the item, as well as to combine Superella items 
with other pieces of clothing. Buter strongly believes in slowing down and 
reconsidering what we buy and how we make things, being more conscious off the 
craftsmanship and artistry involved in the making process. By encouraging the wearer 
to gain insight into and understanding of how a garment is made, the product extends 
beyond the satisfaction of basic functional needs and engenders a sense of fulfilling 
immaterial needs such as participation, understanding and freedom. 
Buter also encourages her customers to move beyond fast, disposable fashion and 
instead to foster an emotional connection with what they buy, appreciating the 
craftsmanship and fabric. Superella garments are produced more slowly than most 
clothing labels, with Buter designing small collections, which are specific to her 
immediate community. Superella garments are considered to be investments, as the 
number of items that she designs are limited, they are produced locally and are of 
higher quality, thus moving beyond the notion of designing products intended to be 
discarded. In contrast to the fast fashion system but somewhat similar to a couple of 
decades ago, Superella customers come face-to-face with the entire making process, 
seeing how garments are made, who made the garment and what textiles were used. 
Buter runs her design praxis independently and is free from loan repayments or 
dividends to an investor, which allows her to design undefined collections, which 
organically grow and develop throughout the season. By designing smaller collections, 
Buter keeps her overheads low, reducing the number of items sold at a lower price at 
the end of a season. Furthermore, Buter repeats a significant number of styles across 
her collections; which is unlike the fast fashion model that is driven by trends and ever-
changing styles to increase sales. Also, Buter considers Superella garments to be 
trans-seasonal and admits that most of her products are not “fashion” items, but rather 
“functional” items designed to cover the body. 
The core Superella philosophy is to simplify life and to solve the everyday problem of 
what to wear. Simplification of garments and processes is not just a practical approach 
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to Buter as the Superella aesthetic is strongly influenced by folkloric and cultural dress, 
which traditionally was made by the wearer with limited sewing skills using basic 
functional shapes. Practicality and simplifying of thought, design and manufacturing 
processes are critical to Buter’s approach in her design praxis, and most of the 
Superella garments are made up from functional shapes such as squares, rectangles 
and circles. The notion of simplification extends to Buter reducing the size spectrum 
of her garments, with her styles in some cases only having two sizes, a small one and 
a bigger one. Buter also designs several one-size garments, which can be adjusted 
by the wearer by simply changing a button, a strap or a tie, allowing the wearer to 
partake in the customisation of the item. 
The motivation for simplification of construction, manufacturing process and sizing by 
Buter is also an economic consideration. By eliminating the use of facings, zips and 
button-stands, Buter reduces the manufacturing time and cost of the garment. Further, 
by reducing the size spectrum, Buter does not end up with several odd sizes that do 
not sell, as she makes a smaller number of units that are replaced as they sell. 
Encouraging her clients to move away from a passive state of consumption, which is 
driven from “having” to a more engaged state of “being”, “doing” and “interacting”, is a 
move towards buying products not just for immediate use but also for extended future 
use. 
Buter prefers to buy second-hand or vintage items which have a history, and to display 
“in-use” signs as she considers older, used objects to be more characterful. Buter 
often patches and mends her own clothing, as she believes that the feeling of a 
garment changes and develops over time, and that by extending the lifespan of the 
garment through patching and mending she is able to enjoy the item for longer. Buter 
embraces “in-use” signs, ageing and the natural cycle of decay which, as discussed 
in sub-section 4.3.1, is closely linked to the Japanese concept of Wabi-Sabi. She 
exhibits a sense of satisfaction and fulfilment by rescuing and re-using objects in new 
ways, either fixing or altering things to make them last longer, or changing the function 
of the object to meet her need. The idea of re-use and preservation extends beyond 
Buter’s personal clothing and the interior of the Superella store, as Buter often uses 
vintage fabric, buttons and trims when designing and making new items. 
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6.2.3.2 Identity enhancement 
The second line of reflection, ‘Identity enhancement, relates to motivators which stem 
from the DIYers’ need to express themselves more authentically. The four motivators 
within this category are ‘empowerment’, ‘fulfilment’, ‘belonging to a community’ and 
‘uniqueness in identity’. 
Buter believes that most of society feels disempowered and unrepresented by the 
current fashion system, which makes consumers think that they need to follow trends 
and compare what they wear with the apparel of peers, influencers and celebrities. 
Buter deems that clothing has the potential for individuals to explore and express their 
identity and feelings through what they wear without feeling pressured to follow 
homogeneous ideas of what is considered to be fashionable. Buter does not design 
prescriptive outfits, as she believes individuals are uniquely different and that people 
should be allowed to express themselves authentically. She believes that empowering 
her customers through encouraging them to express their individuality by being 
themselves will enable them to expand and enhance their psychological wellbeing. 
Buter’s design inspiration draws strongly on folkloric and cultural dress; more so, she 
finds ‘normal’ everyday women, especially the ‘underprivileged’, domestic workers and 
homeless people inspirational. Without disposable financial resources, these ‘normal’ 
women would express their uniqueness and individuality through combining standard 
worker uniforms with purchases from mass retailers, second-hand store and hand-
me-down items. The ease and confidence of these women who self-create according 
to their own authentic vision is extraordinary, and Buter hopes that her customers 
would feel liberated and empowered enough to do the same regardless of their body 
type, age or race. Buter frequently draws attention to the idea of what is considered 
normal, and she regularly presents new collections on the sidewalk of the Superella 
store, contesting the notion that designer clothing is reserved for the fashion elite, 
believing that Superella clothing is for everybody. 
Buter believes that by shifting the user-product relationship to consumers being more 
engaged with what they buy, the user becomes an active participant in their own 
meaning-making process, thus developing a more authentic relationship with 
themselves and what they buy. Both Buter and her clients engage more with what they 
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buy, seemingly satisfying not just their functional material needs but also starting to 
satisfy their immaterial needs, such as participation, fulfilment and freedom. By 
meeting their material and immaterial needs not through the purchase but rather 
through engagement, the user begins to develop a relationship with the maker, further 
developing a stronger empathic connection with the product and the making process. 
Buter often makes unique, one-of-a-kind items for her clients out of fabric that they 
supply, working with her clients to realise their own ideas, further allowing the user to 
explore alternative fashion options and contest prefabricated homogeneous products. 
Superella garments are made inside the store and in full view of anyone entering the 
shop, allowing customers to see all the aspects that go into the making of an item. 
Buter’s transparent production process and design praxis enable her to share 
knowledge and skills, empowering her customers to have a deeper understanding of 
and appreciation for the end product, creating a sense of being part of the making 
process. Being able to come face-to-face with the making process and getting to know 
the people involved in the design praxis allows for the formation of a creative 
community between like-minded individuals.  
The findings from the study indicate that in the context of DIY, existing hierarchies of 
designer, producer and consumer no longer exist as the designer becomes the 
educator or facilitator and shares know-how and skills, allowing the consumer to 
instead develop their own holistic sustainable worldview, which is not limited to one 
kind of product or brand but rather a lifestyle. Further, DIY is not just motivated by 
economic and ecological concerns, or product quality, but is a means to satisfy both 
material and immaterial needs by the DIYer. Fostering an empathic and emotional 
relationship with the product and the making process allows for the potential to extend 
the life cycle of the product in a genuinely sustainable manner. More importantly, the 
conscious awareness, which transpires out of DIY behaviours, fosters a new way of 
being in the world. In this study, it became apparent that the motivation for DIY activity 
or behaviour extends beyond just the physical act of making, creating and doing, but 
is seemingly an ontological way of being. 
The third objective of the study was to examine the design praxis of South African 
clothing label Superella, by aligning the design praxis to the developed framework 
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(refer to Appendix D). Through analysing the findings and aligning them to the 
developed framework, the third objective of the study was met. 
6.3 EMERGENT FRAMEWORK 
Although this study deployed an intrinsic case study research design, the data 
revealed significant cohesion between DIY as a sustainable approach within the 
design praxis of Superella and emotional durability. The following section suggests 
the emerging findings regarding DIY as an approach to a fashion design praxis and 
emotional durability, indicating a new framework, ‘doing-it-for-yourself-and-others’, or 
the acronym DI4Y2. 
DIY behaviour and activity goes beyond the frugal hands-on activities of repairing, 
saving money and making things. As an approach to sustainability, it is a much 
broader and holistic perspective on producing and consuming, rather than a series of 
ecological acts concerned with environmental interventions. DIY signals the notion 
where the user and the maker become the same person and are seemingly an 
ontological way of being in this world. DIYers are knowledgeable, responsible, 
independent, empowered and empathically connected to the product, the making 
process and other like-minded individuals. 
Fletcher (2008:168) argues that the notion of an empathic connection between a 
product, the maker and the making process adds personal value to the item and that 
it is only once an item begins to lose meaning that it is discarded and replaced.72 
Fletcher (2012:227) continues that fostering an empathic connection with a garment 
allows for a more sustainable relationship to be established between the user and 
what they buy. Fuad-Luke (2010:147) agrees with Fletcher (2008) and suggests that 
extending the product-user relationship through a user-centred approach would allow 
for extended use of the product. Fuad-Luke’s (2010) understanding of a user-centred 
strategy is centred around three aspects, namely: designing high-quality products 
which are durable, reliable and upgradable, secondly, participatory design, where the 
lines between the user and the maker begin to vanish and the user becomes a user-
	
72 Refer to sub-section 2.3.2.2 for further discussions on Fletcher’s (2008) view on the empathic 
connection between a product, the maker and the making process. 
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maker, and lastly, by designing products which have a personal narrative and are 
authentic to the user. 
Social and ethical awareness by the maker and the user with regard to natural and 
human resources is suggested by Smal (2016:236-239) and discussed in sub-section 
2.3.3. Smal’s (2016) argument concurs with Fletcher’s (2008:125,175) suggestion that 
the emphasis of sustainability needs to shift away from processes and interventions 
towards the people and their empathic relationship with the product and the making 
process. This paradigm shift in the user-maker-product relationship, suggesting a 
deeper connection to the product and the making process, but more importantly to the 
conscious awareness of the user-maker, is more sustainable by default, as the value 
of the product is no longer just monetary but also displays signs of immaterial needs 
satisfaction.  
The views of Fletcher (2008), Fuad-Luke (2010) and Smal (2016) align with theories 
of emotional durability, where the aim is to foster emotional and experiential 
connections between the user and what they make or buy. 
6.3.1 Empathic design 
Fletcher (2012:227) suggests an expanded view on the Chapman (2005:29-35) 
emotional durability framework. The proposed framework is divided into three main 
groups of possible interventions, namely: the product-user relationship within time and 
space, the product-user relationship with an emotional or personal connection and, 
lastly, the product-user relationship that is limited to function and skills-development. 
Each of the three groups consists of two components relating to the product-user 
relationship, and suggested points of intervention to further emotional durability 
between the user and the product.73 
Batterbee and Mattelmäki (2004:337-343) also suggest emotional durability as a 
means of understanding the empathic relationship between a product and the user, 
proposing that by categorising the objectives of the user's emotional connection to a 
product, a holistic understanding of the user's meaningful relationship to the product 
or experience could be understood. Batterbee (2004:37-42) suggests that the 	
73 Refer to sub-section 2.3.2.2.1 for a detailed discussion on the six points of entry within the emotional 
durability framework as identified by Fletcher (2012:227). 
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objectives of an emotional connection with a product can be divided into three 
categories, namely: ‘meaningful tool’ whereby the product enables user satisfaction; 
secondly, ‘meaningful association’, which implies that a product is an extension of 
cultural or individual meaning to the user; and, lastly, that the product is a ‘living object’, 
so that the user has an emotional bond with the item beyond the immediate use. 
As illustrated in Figure 6.6 below, by merging the conceptual framework of Fletcher 
(2012) based on Chapman (2005) and the objectives for emotional connection as 
identified by Batterbee and Mattelmäki (2004), it becomes evident that an emotional 
bond and empathic connection between the user and a product exists, and this 
emotional bond plays a integral part in extending the use of the product. 
 
Figure 6.6 – Emotional Durability 
(developed by the author, based on Batterbee & Mattelmäki, 2004; Chapman, 2005; Fletcher, 2012) 
The emotional relationship between the user and the product is based on the product 
developing character and ageing over time, allowing the user to continue to rediscover 
the ever-changing beauty of the product. The product is an extension of the user’s 
cultural or individual meaning, as the product conveys the user’s personal narrative, 
emotional and sentimental association. Lastly, the product enables the user to satisfy 
not just functional needs but also encourages engagement and the fostering of new 
skills, thus meeting immaterial needs. 
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Numerous scholarly authors suggest a holistic approach to design, making, use and 
consumption, whereby the emotional connection between the user-maker and the 
product, as well as the making process, becomes a way to achieve sustainability. 
6.3.2 DI4Y2 
In sections 5.2 and 5.3, the motivation for partaking in DIY reveals that the individual 
motivators according to the Wolf and McQuitty (2011) framework are interlinked and 
inform each other. However, the emphasis of DIY remains the non-monetary value of 
the product; in other words, engendering an understanding of the craftsmanship, raw 
materials, manufacturing processes and design. The product value is perceived not 
from an economic perspective but rather from the in-use value that the product 
displays to the user, which is driven by empathic connection to the item. 
Furthermore, the in-use qualities, the changed value of the product and the empathic 
relationship between the user-maker and the product address sustainability beyond 
ecological concerns and indicate the notion that sustainability is a worldview, which is 
embedded in the make-up of the user-maker. Also, DIY activities are concerned with 
solving a unique problem pertaining to the DIYer, as argued in sub-sections 2.4 and 
5.2.1. The DIYer wants to improve, better or create a product that meets their own 
unique need, using materials which are at hand and skills which are either self-taught 
or have been gained from other like-minded individuals. Thus, DIY as a process or an 
approach is motivated by meeting the user-maker’s needs and is not concerned with 
meeting the needs of others. 
The emerging data from this study reveals that Buter’s design praxis does align with 
the Wolf and McQuitty (2011) framework, and that she applies aspects of DIY to her 
design praxis. Even though the design praxis of Buter aligns with the motivations for 
partaking in DIY, most Superella garments are sold, which means that she does not 
align with the key characteristic, which focuses on non-monetary value. However, 
Buter states, “I want to solve my problems, and by solving my problems I solve other 
women's problems” (Trans 1:86-89), which implies that by doing it for herself first, she 
is able to extend her product offering to others. 
The principles of and motivations for partaking in DIY are still evident and part of how 
Buter relates to objects, reclaiming and giving new meaning to them, changing the 
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function and prolonging the use of an item. Her empathic relationship with items and 
how she cherishes the in-use signs are prominent in the way she chooses to engage 
with objects and her clothing. Superella garments are simplified, basic shapes are 
used, and Buter reduces her size spectrum and streamlines her production processes. 
Her design thinking is greatly informed by the conscious awareness of the earth, 
cultural differences, human rights and questioning homogeneous views. However, by 
extending her product offering to customers, Buter is no longer solely making clothing 
for herself, which gives rise to the notion of ‘doing-it-for-yourself and others’ (DI4Y2). 
The primary motivation remains self-production, where Buter, the user-maker, makes 
products to solve her own product first, and by doing so solves the problems of other 
individuals. 
The emotional or empathic relationship with a product is based on embracing the 
object as being alive and ever-changing, through appreciating the in-use qualities of 
the product. The product can satisfy the user’s need as a meaningful tool, and the 
product is an extension of the user’s cultural and individual meaning. Through fostering 
an emotional connection with the product, the user-product relationship shifts towards 
embracing the qualities of the product within time and space, whereby the product 
ages over time and develops character, allowing for the product to enchant the user 
in the process of discovery. The product can evoke a personal connection between 
the user and the product, allowing the user’s personal narrative to unfold as the user 
has an emotional and sentimental bond with the product. Furthermore, by cultivating 
a conscious awareness of the functional values of the product, the user is also able to 
develop and learn new skills. 
The motivation for engaging with a product differently is fuelled by improving a product 
or service, adding to the enhancement and authenticity of the user's identity. Following 
the Wolf and McQuitty (2011) framework for partaking in DIY activities, whereby the 
motivation for DIY behaviour is not just based on economic benefits, inferior quality, 
lack of diversity or the motivation to customise or to create a product out of raw and 
semi-raw materials to meet a specific need. DIY enhances and enriches the user's 
identity through empowering the user to express themselves, learning new skills, 
having a sense of fulfilment by doing something that others cannot or do not want to 
do. Acquiring and sharing knowledge and skills with other like-minded individuals 
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forms a creative community, which is based on support and development. 
Furthermore, by not following homogeneous views and not conforming to mass-
produced ideas, the user is able to express their uniqueness by developing symbolic 
meaning with the product that they make. 
In Chapter 2 it was discussed that to be able to be more sustainable as humans 
requires sustainability to be addressed across all levels of production, consumption, 
use and disposal. By using eco-friendly textiles, dyes and growing methods, paired 
with ethical labour, a more sustainable product is made. Producing more sustainably, 
reducing waste, having transparent production processes and producing locally does 
aim at reducing the negative impact on the environment and human well-being. Also, 
through user engagement, where the user begins to play an active role in shifting 
consumption towards being more sustainable, the user is able to engage with the 
product differently, fostering a deeper empathic relationship between the user and the 
product. However, the user is still reliant on buying homogeneous products, which are 
manufactured by profit-driven companies.  
To be able to begin to change this hierarchy requires for the designer to become an 
educator and facilitator, and the user needs to have a holistic and sustainable 
worldview which is informed by the user’s own material and immaterial needs, and the 
user no longer feels dependent or pressured to follow a desire or need created by 
marketers. Considering a product beyond the product itself, knowing what natural 
resources were used and which individuals involved in the growing and making of a 
product, requires the user and the maker to take social and ethical responsibility for 
their actions. As suggested by Smal (2016), the foundation for achieving any form of 
sustainability demands that we move beyond the product and processes, and that 
through nurturing the empathic relationship between the user, the maker and the 
product, a genuinely transformative sustainable worldview is established, which is 
based on conscious awareness of the maker as well as the user. 
As illustrated below in Figure 6.7, DI4Y2 as a construct is a sustainable approach 
which encompasses DSP as developed by Armstrong and LeHew (2011), and social 
and ethical awareness as suggested by Smal (2016), fostering an empathic 
connection between the user-maker and the product, thus aligning to emotional 
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durability (Batterbee & Mattelmäki 2004; Chapman 2005; Fletcher 2012) and the 
motivation for partaking in DIY as identified by Wolf and McQuitty (2011).  
Figure 6.7 – DI4Y2 
(developed by the author, based on Batterbee & Mattelmäki, 2004; Chapman, 2005; Armstrong & 
LeHew, 2011; Wolf & McQuitty, 2011; Fletcher, 2012; Smal, 2016) 
The dominant factor in the construct of DI4Y2 is that the maker-user is consciously 
aware of the elements within the framework, not necessarily following a specific route 
or course or even applying all of the aspects within their making process or the use of 
the item. However, the consciousness of these elements instead engenders 
‘sustainability-as-flourishing’,74 as suggested by Ehrenfeld (2008), whereby the user-
maker acts from within and has a caring and responsible stance towards the greater 
good of the environment and all living beings. 
In this section, the development of the framework, which transpired out of the findings 
from the study, was discussed. The following section presents the limitations to the 
study, which inform future research avenues with regards to sustainability and DIY. 
74 Refer to sub-section 2.3.1.2, for a further discussion on ‘sustainability-as-flourishing’ as suggested 
by Ehrenfeld (2008; 2015). 
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6.4 LIMITATIONS OF STUDY 
In this section, the limitations pertaining to the study are presented to inform any future 
research on this topic. The four noteworthy limitations that were identified are:  
o The most significant limitation of the study is the sample size, as this study 
focused on DIY as a sustainable approach within the design praxis of a single 
South African clothing designer. Multiple units could have added more depth 
and richness to the study. Therefore the research and subsequent findings in 
this study cannot be considered a representation of DIY as a sustainable 
approach within a design praxis but could be viewed as a glimpse of an 
alternative approach to sustainability. 
o Sustainability and strategies for achieving sustainability within the fashion 
industry are complex, and the enquiry of this study only endeavoured to explore 
a small section within this vast field. The purposive selection of the sample 
focused on DIY as an approach to making and using products in a fashion 
design praxis. Considering DIY as an approach to other areas of making or 
design could have added to the outcome of the research. 
o Within the construct of DIY, skills transference within a community and the shift 
away from a separate user and maker is evident. In DIY, the DIYer produces a 
product for themselves with the aid of like-minded individuals. In this study, the 
designer who applies aspects of DIY to a design praxis becomes the facilitator 
and educator; thus, the consumer is influenced, and the potential exists for the 
consumer to explore DIY activities. Considering the influence that the designer 
has on consumers, and how DIY as an ontological world-view can change their 
way of buying, consuming and being in this world could have added to the 
richness of the study. 
o The framework presented in this chapter emerged out of the data and is 
presented as a possible view for considering sustainability in a design praxis. 
However, further engagement and testing is required to refine the constructs 
within the developed framework. 
In this section, the specific limitations pertaining to the study are discussed. The 
following section of this chapter will consider possible future studies. 
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6.5 RECOMMENDATIONS 
In this section, recommendations and possible areas for future research are 
presented. Within the new findings, three possible research paths have been 
identified, which will contribute to the further development of sustainability and DIY as 
an approach to making. 
The first suggestion for further research would be to consider the economic feasibility 
of DIY as an approach within a design praxis. The second suggestion focuses on the 
motivation for partaking in DIY by different types of DIYers, and the third suggestion 
for further exploration is to apply the new framework (DI4Y2) to other fields of making, 
using and creating. 
6.4.1 Economic feasibility of DIY as an approach to a design praxis 
For the fashion industry to develop and achieve sustainable goals, different business 
strategies are needed for how designers make products while still being economically 
feasible. There is a notable change manifesting where business, design and the user-
maker intersect, where everyday users are seeking active engagement and 
participation in creating products which they genuinely desire, for self-consumption 
(Sanders & Stappers 2012:17). 
DIY is characterised by the DIYers making products to meet their own needs, using 
skills gained through their own experiences or from other like-minded individuals. The 
primary focus of the DIYer is making, changing and adapting a product to meet their 
need, and is not necessarily focused on creating a living from selling the product. 
However, the findings that transpired from this study indicated that Superella seems 
to be financially sustainable, as Buter has been running her business for more than 
15 years. 
The aim of this study was not to analyse the economic feasibility of Superella, or 
Buter’s conscious decision not to expand her business by opening more stores or to 
stock other consignment stores. As discussed, Buter feels that her product is 
misrepresented in other stores, thus preferring to remain autonomous in the way that 
she runs her design praxis and sells her product. In line with the characteristics of DIY, 
Buter does not plan seasons ahead of time, as she prefers to make smaller collections 
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using fabrics that are readily available to her, thus making the expansion of her 
business challenging. 
A similar study, using the same framework, considering the economic feasibility of a 
design praxis that aligns with DIY as an approach, could render new and exciting data. 
A comparison of such a study and this one could further add to the discourse on 
emotional durability, empathic design and DIY as a sustainable approach to a design 
praxis. 
6.4.2 Types of DIYers: Doers, Adapters, Makers and Creators 
Research on DIY as an approach to a design praxis is almost non-existent, and any 
research in the field of self-production would add value to the discussion on changing 
the user-product relationship. More so, design action could support the shift towards 
changing the perception and relationship that users have with a product and the 
making process, by nurturing a quality of life and human well-being that is not reliant 
on material consumption. 
In this study, no attempt was made to characterise DIY behaviour or classify DIYers 
in the field of design. Salvia (2016:22) expanded on the ‘Creativity Level Model’ 
developed by Sanders and Stappers (2012), whereby DIYers are grouped into four 
types, namely: ‘Doers’, ‘Adapters’, ‘Makers’ and ‘Creators’. According to this model, 
the motivation for partaking in DIY is divided into two main categories, namely 
‘Product’ based motivations and ‘Identity’ based motivations, which is the same 
thought process as in the Wolf and McQuitty (2011) DIY Motivator Framework. Salvia 
(2016:22) contributes to this model by identifying the motivation for practising DIY 
according to the type of DIYer, as illustrated in Table 6.1 below. 
Table 6.1 – Creativity Level Model 
(developed by the author, based on Sanders & Stappers, 2012; Salvia, 2016) 
Motivator Motivation – Product Based Motivation – Identity Based 
Doers • Solving problem 
• Saving money 
• Preserving personal belonging 
• Alternative use 
Adapters • Changing product in some way 
• Functional fitting 
• Personalising 
• Individualisation 
Makers • Interest in a specific activity 
• Need guidance and instruction  
• Making something new  
• Learning new skills 
Creators • Raw materials 
• No guidance or instruction 
• Expression 
• Innovation 
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Further research and investigation into the suggested types of DIYers by Sanders and 
Stappers (2012), and the aligning motivators identified by Salvia (2016), could 
contribute and expand the knowledge and understanding of DIY as a phenomenon. 
Exploration of the motivations for partaking in DIY by these four types of DIYers could 
also aid in the further development of the DI4Y2 framework. 
6.4.3 DI4Y2 as an approach in other fields 
The emerging framework DI4Y2 presented in sub-section 6.3.2 transpired from the 
data of this study. The application of DI4Y2 to other fashion design praxes could further 
existing knowledge in the field of sustainable fashion design and consumer behaviour. 
Moreover, testing the framework provides the opportunity for the development and 
refinement of DI4Y2 as an approach to design praxis. The framework could also be 
applied to related design disciplines, or other areas of making, using and creating by 
user-makers. Applying the DI4Y2 framework to other fields would allow for additional 
and valuable comparative data to emerge. 
These recommendations originate from the researcher’s own experiences during the 
study of Superella and refer to expansions in the field of slow design, DIY and 
sustainability. 
6.6 CONCLUDING THOUGHTS 
I would like to conclude this research with a final reflection on my journey. Research 
in fashion design, especially in the area of design praxis and DIY, is exceptionally 
young. Most of the sustainable approaches in the discourse on sustainability focus on 
processes, systems and eco-design, which does not address consumption behaviour; 
also, the user remains passive and reliant as a profit-driven fast fashion system limits 
the consumer. 
To be able to achieve real transformative change, where the user is empowered, 
autonomous and able to create freely, while expressing their authentic identity without 
being reliant on a prescriptive trend-driven system, is not so much about ‘doing’ things 
more sustainably. Rather, it is necessary for the users and makers of products to move 
beyond ‘doing’ things more sustainably to instead ‘being’ more sustainable. Buying 
eco-products, free-range or fair-trade is not enough, as we are still consuming without 
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knowing what went into the making of the product. Ultimately it is challenging and 
virtually impossible to trace the item back to the source, unless you are buying the 
item directly from the maker, and are able to see how the product came to life. 
Doing things yourself is only possible if the DIYer thinks differently about solving a 
problem with what is immediately available to them in a uniquely creative way. The 
making of a product yourself is not just about the outcome of the final product, but has 
also to do with the growth, appreciation and empathy that transpires out of the process, 
changing how the user-maker perceives the world, other humans, animals and natural 
resources. Being sustainable is only possible if it is part of our make-up, part of the 
way we engage with everything and everyone, having a compassionate understanding 
of and appreciation for how we are in this world.  
My journey through this study forced me to re-think what I need in my life, fostering 
Wabi-Sabi in the simple things that I already have, and not wanting more, embracing 
the beauty of imperfections and celebrating the small acts of making things myself, 
like baking my own sourdough bread, fermenting Kim-Chi and making my own almond 
milk, while using the leftover pulp for baking gluten-free bread and granola, has 
influenced my views on consumption, product making and life. 
In yoga, which I teach, there is a mantra ‘lokāḥ samastāḥ sukhino bhavantu’ which 
translates to “May all beings everywhere be happy and free, and may the thoughts, 
words, and actions of my own life contribute in some way to that happiness and to that 
freedom for all”. This mantra, blessing or wish sums up a way of being in this world, 
which is based on being mindful, compassionate, thoughtful and kind, and that is true 
sustainability for me. 
Ella Buter says “…for as long as human beings on average are born with one head, two 
arms stretching out of a torso and a set of legs connected to a pelvic bone, most clothes 
will probably be created in usual form.” (AD 8:[sp]) 
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Appendix B – Information Leaflet and Informed Consent 
           DDW-2 
INFORMATION LEAFLET AND INFORMED CONSENT FOR INDIVIDUAL PARTICIPATION 
 
PROJECT TITLE: 
DIY as an approach to sustainability: A case study of the design praxis of South African 
clothing label Superella 
 
Primary Investigator: Mr Dirk de Waal (MTech: Fashion Design) 
Supervisor: Dr Desiree Smal, Department of Fashion, Faculty of Art, Design, and Architecture, 
University of Johannesburg. 
 
Dear Research Participant, 
 
You are invited to participate in a research study that forms part of my MTech: Fashion Design studies. 
This information leaflet will help to explain the project and will ask you to formally agree to participate. 
Before you agree to take part, you should fully understand what is involved. You should not agree to 
take part unless you are completely satisfied with all aspects of the study.  
 
WHAT IS THE STUDY ALL ABOUT?  
The ‘fashion’ system has changed considerably over the past couple of decades and, under the 
influence of globalisation and the rise of digital technologies, ‘fashion’ has become more and more 
disposable. The main focus of the fashion system is to increase the volume of mass production and to 
accelerate turnover through greater integration in the global supply chain, which in turn increases 
consumption. There is very little focus on addressing critical issues such as depletion of natural 
resources, exploitative working conditions and alarming consumption behaviour. 
 
Kees Dorst (2008:7) suggests that it is imperative to consider new relations between production and 
consumption, human and machine, local and global, present and future to be able to create a more 
sustainable world. Furthermore, numerous other studies have also indicated that there is a need for the 
fashion industry to move in the direction of sustainable fashion practice, which is based on 
transformative acts rather than continuous, quick consumption (Fletcher. 2008:192; McGrath. 2012:1-
25; Edelkoort. 2015:[sp]). Kate Fletcher (2008:117–119) argues that fashion and consumption conflict 
with sustainability goals, as there is constant pressure to reformulate personal identity, which is 
instigated by the globalised fashion system’s fast changing trends and the urge to increase sales. 
Fletcher (2008:117) continues: “the pressure to constantly recreate and reformulate identity instigated 
by the ever-changing trends feeds into anxiety, insecurity and rising levels of psychological illness”. It 
is argued that fostering an empathic approach to consumer engagement with the clothes that 
consumers purchase and wear, could reduce the quantitative demands of the current ‘fast fashion’ 
system (Peters [sa]:[sp]; Dorst. 2008:7; Fletcher. 2012: [sp]; Fletcher & Grose 2012: 132-135; McGrath. 
2012:1-24). 
 
April McGrath (2012:1) suggests that to be able to create true sustainability in the fashion industry, it is 
necessary to reduce the material flow of clothing and address both sustainable production and, even 
more importantly, consumption behaviour. By reconsidering the relationship consumers have with 
clothing, a more meaningful, long-lasting and creative engagement with fashion-style-dress could be 
fostered. It is further suggested by Von Busch (2008:48-50) that there is a new trajectory (towards DIY) 
in the current social system which is more in line with the slow fashion movement, where the “objective 
has changed to address questions of individual accomplishment, creativity, self-confidence, 
independence, self-reliance, the development of skills, and lifestyle”. 
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Ratto and Boler (2014) note that DIY behaviour could be characterised by ‘creating’, ‘doing’ and 
‘making’ rather than passive engagement and consumption thereby repurposing globalised content to 
offer a ‘counter-narrative’ to specific discourses such as ‘craft’ activities where the primary focus is not 
monetary gain (Ratto & Boler. 2014: 18). There are a growing number of consumers who are opting out 
of the fast-paced fashion system by taking individual expression into their own hands as a way of 
narrating their own authentic discourse. These individuals are choosing, creating, mixing and matching 
different elements of consumption to formulate temporary expressions about who they are, which is 
closely linked to a DIY ethos (Gelder 2007:122; Oney 2010:[sp]; Kaiser 2012:1-3; Edelkoort 2015:[sp]). 
 
The aim of this study is to research and describe the design praxis of Johannesburg-based fashion 
designer Superella, who does not necessarily follow a trend-based design approach, which is the 
approach adopted by most fashion designers, but rather appears to implement a DIY approach to her 
design praxis underpinned by sustainability. This DIY approach may or may not be a subconscious 
methodology on the part of Superella: this will be interrogated during the research process. 
 
WHAT WILL BE REQUIRED FROM YOU FOR THE STUDY?  
Permission is needed by you to participate in the study by means of an interview or interviews. All 
information will be treated as confidential, and anonymity is guaranteed unless otherwise agreed upon 
in writing.  
 
The following is required from you to enable collection of the necessary data:  
1. The intent is only to conduct one interview, but additional interviews might be required. A tape 
recorder or other recording device will be used during the interviews, and I will make field notes 
as we progress. 
2. All interviews will be set on a date and time convenient to the candidate interviewed. 
3. Permission to record all interviews. All recordings, transcripts and field notes will be kept in a safe 
in place for five years. 
4. Completion by you of the consent form DDW-2.  
 
WHAT ARE THE POTENTIAL BENEFITS THAT MAY COME FROM THE STUDY?  
The benefits of participating in this study are that you will make a valued contribution towards 
sustainable design praxis research in South Africa.  
 
WHAT ARE YOUR RIGHTS AS A PARTICIPANT IN THIS STUDY?  
Your participation in this study is entirely voluntary, and you have the right to withdraw at any stage. 
Should you or your company wish to withdraw, I would request the opportunity to conduct an exit 
interview. 
 
HOW WILL CONFIDENTIALITY AND ANONYMITY BE ENSURED IN THE STUDY?  
Confidentiality will be ensured in the following manner:  
1. All the data that you provide during the study will be handled confidentially.  
2. The owner of the company has given permission for you to participate openly and freely and 
knows that your confidentiality will be guaranteed.  
3. Your name will not be disclosed in the research findings; instead, a code will be assigned to 
information obtained from you.  
4. Transcripts of the interviews will be made available to you to ensure that the information contained 
is true and correct.  
5. This means that access to your data will be strictly limited to the researcher, the supervisors of 
the study and the designated examiners (appointed by the University of Johannesburg).  
6. Your data and personal information will be kept and stored in a confidential format, which will only 
be accessible to the researcher.  
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HAS THE STUDY RECEIVED ETHICAL APPROVAL?  
The Faculty Research Committee and the Research Ethics Committee of the University of 
Johannesburg have approved the formal study proposal. All parts of the study will be conducted 
according to internationally accepted ethical principles.  
 
WHO TO CONTACT FOR ADDITIONAL INFORMATION REGARDING THE STUDY? 
The primary investigator, Dirk de Waal, can be contacted during office hours at 011 799 7888, or on 
079 693 3306. The study leader, Dr Desiree Smal, can be contacted during office hours at 011 559 
1399. The co-study leader, Ms Jacky Lucking, can be contacted during office hours at 011 559 1596. 
 
 
DECLARATION: CONFLICT OF INTEREST  
There is no conflict of interest that may influence the study procedures, data collection, data analysis 
and publication of results.  
 
A FINAL WORD  
Your co-operation and participation in the study will be greatly valued and appreciated. Please sign the 
underneath informed consent if you agree to partake in the study. In such a case, you will receive a 
copy of the signed informed consent from the researcher.  
 
 
 
 
Kind regards 
DIRK DE WAAL 
 
INFORMED CONSENT FOR INDIVIDUAL PARTICIPATION 
I hereby confirm that, I have been adequately informed by the researcher about the nature, conduct, 
benefits and risks of the study. I have also received, read and understood the above-written information. 
I am aware that the results of the study, including personal details, will be anonymously processed into 
a research report or other research outputs. 
 
I understand that my participation is voluntary and that I may, at any stage, without prejudice, withdraw 
my consent and participation in the study. I had sufficient opportunity to ask questions and of my own 
free will declare myself prepared to participate in the study. 
 
 
Name of the research participant  
 
 
Signature of the research participant 
 
 
Date 
 
 _________|_________|_________ 
 
Participant Code 
 
 
Name of researcher 
 
Dirk de Waal 
 
Signature of the researcher 
 
 
Date 
 
_________|_________|_________ 	  
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Appendix C – Operationalisation 
			
New Dominant Social Paradigm Fundamental Human Needs Level 5 of the New Dominant Social Paradigm DIY (do-it-yourself)
Armstrong & LeHew (2011) Manfred Max-Neef (1992) Smal (2016)
Consiousness
Level One Suggested Strategies Armstrong & LeHew (2011) Level Five Subculture & Identity, Subversion
Product Labour Black [Sa]
Resources Black & Anderson 2010)
Textiles Fletcher (2008)
Designed… Jenkins & Hilimire (2015)
Langdown (2014) Anti-Fashion & Punk
McGarth (2012)
Salvia, Ostuzzi, Rognoli & Levi (2010)
Meaning-making
Critical making
Hacktivism & Craftivism
Counter consumption
Level Two Suggested Strategies Armstrong & LeHew (2011)
Result Distribution Black (2013)
Durability Bly, Gwozdz & Reisch (2015)
Life Cycle Dorst (2008) Types of DIY practitioners
Designed for… Slow Fashion Drier (2017)
Systems Ehrenfeld (2015)
Trans-seasonal Fletcher (2012)
Fletcher 2008)
Kiem (2011)
McGarth (2012)
Murray (2011) Motivation
Niinimäki & Hassi (2011) Wolf & McQuitty 2011
Payne (2011)
Salvia (2010)
Von Mathilda (2011)
Walker (2009)
Level Three Suggested Strategies Armstrong & LeHew (2011)
Needs Clothing swaps Clark (2008)
Disposal Dolfsma (2004)
Do-it-together Drier (2017)
Designed with… Garment Care Fletcher ([Sa])
Global vs Local Fletcher (2008)
Labelling Fletcher (2010)
Re cycling Fletcher (2012)
Second hand Langdown (2014)
Up cycling Lusch & Vargo (2006)
McGarth (2012)
Reiley & DeLong (2011)
Stokan (2005)
Von Mathilda (2011)
Wolf & McQuitty (2011)
Xie, Bagozzi & Troye (2008)
Level Four Suggested Strategies Armstrong & LeHew (2011)
Lifestyle Activism Batterbee & Mattelmäki (2004)
Autonomy Bly, Gwozdz & Reisch (2015)
Counter-narrative Chapman (2005)
Designed by… Craft Fletcher ([Sa])
Do-it-yourself Fletcher (2008)
Emotional Durability Fletcher (2012)
Empathic Relation Hughes (2011)
Jenkins & Hillmire (2015)
Kwan (2012)
McGarth (2012)
Reiley & DeLong (2011)
Salvia (2016)
Salvia & Cooper (2016)
Salvia, Ostuzzi, Rognoli & Levi (2010)
Spangenberg et al. 2010)
Tranberg Hansen (2004)
von Busch (2008)
Von Mathilda (2011)
Post-production Phase
Needs-focused 
approach, whereby 
incorporating consumer 
behaviour into the 
product strategy is the 
most complex of the 
three because human 
needs include social and 
cultural norms.
Consumer is involved
Consumer is not involved
Polhemus 2011; Luvaas 2012; 
Martin-Iverson 2014; Edelkoort 
2015
Production Phase
Production-related 
interventions concerning 
waste as a result of 
‘traditional’ production-
consumption.
Material needs
Subsistence
Protection 
Immaterial needs
Affection
Understanding
Participation
Creation
Recreation
Idenity
Freedom
Consiousness as the foundation to all four 
levels is the underlining social and ethical 
responsibility that the producer and the user has 
to natural and human resources. conscious 
awareness by the user-maker is more 
sustainable by default, as the value of the 
product is no longer just monitory but displays 
signs of immaterial need satisfaction. 
The user and the maker whom is involved in the 
making and the use of a product have an 
empathic relationship with the item. This 
paradigm shift in the user-maker-product 
relationship, suggesting a deeper connection to 
the product and the making process, but more 
importantly the  the conscious awareness by the 
user-maker is more sustainable by default, as 
the value of the product is no longer just 
monitory but displays signs of immaterial need 
satisfaction.
Hebdige 1979; Roach-Higgins & 
Eicher 1992; Thornton 1997; 
Gelder 2007; Kaiser 2012
Consumer is not involved
Xie et al. 2008; Von Busch 2008; 
Ritzer & Jurgenson 2010; 
Makosiewicz 2010; Sanders & 
Stappers 2012; Ritzer 2014; 
Ratto & Boler 2014; Salvia 2016
Results-focused 
approach emphasises 
efficient systems, how 
the product is used, 
distributed and 
organised.
Carelli, Bianchini & Arquilla 2014; 
Peters [Sa]
Rogers 2012; Geczy & 
Karaminas 2017
Ratto & Boler 2014
Von Busch 2008; Geczy & 
Karaminas 2017
Consumer is involved
Lifestyle-focused 
approach, the user plays 
a active role in the use 
and making of product. 
This holistic and 
integrated veiw to design 
and the user-product 
relationship suggests 
that sustainability is a 
ontological way of being 
in this world.
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DIY Motivation Framework Interveiw Questions New Categories
Wolf & McQuitty (2011)
Product and service evaluation Interveiw One Product and service evaluation
Economic benefit Interveiw 1.1 Where does the name Superella come from? Fabric Economic benefit
Interveiw 1.2 What made you decide to start the fashion label Superella? What motivated you? Basics
Interveiw 1.2.1 Why fashion?  If there was a competition… Patterns
Interveiw 1.2.2 Multi-functional
Simplification
Interveiw 1.3 How would you describe the aesthetic and philosophy behind Superella? Repeating Styles
Interveiw 1.4 Okay, who do you design for, uhm, sort of demographics and why? Quality
Interveiw 1.4.1
Being in the store
Interveiw 1.4.2 Community
Quality of product Consignment
Interveiw 1.5 Store Environment Quality of product
Everything and Anything
Interveiw 1.5.1 You said...not fashion but lifestyle, can you tell me a little bit more about what do you… Engagement
Interveiw 1.5.2 DIY
Second Hand
Wabi Sabi
Interveiw 1.6 Replace as item sells
Interveiw 1.7 Do you therefore consider your business as a, sort of a slow fashion model? Clothing vs Fashion
Interveiw 1.7.1 Do you think it's just the quality? Trends
Diversity of product Interveiw 1.7.2 Fashion Week's don't work Diversity of product
Activism
Interveiw 1.7.3 So is it the form and the style…
Interveiw 1.7.4 The form and the silhouette of the garment almost like transcends seasons Solving the problem
Interveiw 1.7.5 Collaboration
Uniqueness
Interveiw 1.7.6 Empowerment
The Problem
Comfort & Normal
Empathy
All sizes and cultures
Interveiw 1.7.7 Is it a conscious sort of thing that you follow, sort of going back in your heritage 
Customisation of product Interveiw Two Background Customisation of product
Interveiw 2.1 Growing Up
Dutch Heritage
Visual Merchandising
Overview of Superella
Interveiw 2.10 Inspiration
Philosophy
Interveiw 2.10.1 Would you stock a consignment store? Cultural Dress
Interveiw 2.10.2 And you won't for instance put Superella product into a shopping Cape Town. DNA
Interveiw 2.10.3 Domestic
Identity enhancement Identity enhancement
Empowerment by creating Interveiw 2.2 Empowerment by creating
Interveiw 2.2.1 You mentioned the normal day thing…
Interveiw 2.2.2 I think it's probably a sense of the uniform, a sense of not having to think too much…
Interveiw 2.2.3
Interveiw 2.2.4 The silhouette and the shape and the fabric remains, relatively the same.
Interveiw 2.2.5 You will not use chiffon for instance…
Interveiw 2.3
Fulfilment by creating Interveiw 2.4 Fulfilment by creating
Interveiw 2.4.1 And it is a feeling that is for yourself, it's not a feeling necessarily for a client.
Interveiw 2.5
Interveiw 2.5.1
Interveiw 2.5.2 Is it like set? And then…
Interveiw 2.5.3
Belonging to a community Belonging to a community
Interveiw 2.6
Interveiw 2.6.1 Is that almost sort of part of your design stage, the making of patterns?
Interveiw 2.6.2 It is not a just like drawing a picture, it is working through it.
Interveiw 2.6.3 On the labelling note, I've noted that your swing ticket you handwriten…
Interveiw 2.7
Interveiw 2.7.1 Once you've started Superella, you mentioned that you made all the clothing yourself.
Interveiw 2.7.2 Do you miss making clothes?
Interveiw 2.8
Uniqueness in identity Uniqueness in identity
Interveiw 2.9 Do you view your garments simply as products, do you attach greater meaning to them?
Interveiw 2.9.1
Interveiw 2.9.2
Interveiw 2.9.3 There is sort of a sense of ease about that, not being too precious about things
Probes
Product
DIY DIY approach to objects
Empathic Empathic relationship: User-Maker-Product
Eco Eco-awareness
Local Resources
Narrative Narrative
Participation Participation: User-Maker-Product
Product Previous collections
Approach
DIY DIY approach to activity
Empathic Empathic relationship: User-Maker-Product
Eco Eco-awareness
Local Resources
Narrative Narrative
Participation Participation: User-Maker-Product
Lifestyle Social-awareness
• Re-cycling
• Up-cycling
• Repurposing
• Empathic connection
• In-use (Wabi-Sabi)
• Satisfaction of use
• Self-expression
• User-product engagement
The fast fashion model is based on garments being outdated at the end of a season, 
encouraging customers to buy new items, even if the item is not worn out. Do you design 
a set number styles with a set number of units per collection.
I'm just gonna rephrase it slightly. Is it almost like, when you design a collection you don't 
say...so X percentage is tops, X percentages jackets, X percentage is dresses, skirts…
Is that one of the reasons why you have your seamstresses or tailors within the store, so 
that you can replenish stock?
Having the sense of belonging 
to a community where DIY’ers 
have the sense of support.
From observations I have noted that you do all of the patterns, grading, most of the 
cutting and labelling yourself. Can you tell me why?
• Empathic connection
• User-maker relationship
• Co-design
• Open-sourcing
• Transparent production processes
• Localised design
You have probably answered this one...What Inspires a new collection, cultural dress, 
workers outfits, but I think you've kind of covered those thoughts.Being able to do something 
others can not or do not want to 
do.
You mentioned right in the beginning that you made clothing yourself, was it a economic 
decision or was it just because you enjoyed making clothing?
Something that I just sort of thought of, it I don't know if its true, I sort of get the sense, 
like even with you... It's not like a rigid set number of garments that you design, you don't 
like being stuck behind a machine, there is sort of a sense of freedom and fluidity, and 
also with the actual garments themselves, sort of allowing the consumer or the customer 
to interpret what you make.
Social nonconformity, being 
different from others.
Products with symbolic 
meaning beyond their functional 
benefits.
Novelty and handcrafted 
products
Personalising and  
customisation.
• Freedom to express
• Engagement with product and maker
• Uniqueness
• Individualism
What I find quite interesting is that you...yes you design product, but you...it seems like 
you design product not with the core focus to sell hundreds of them.
If it was just about product you would be making leggings...you know what I mean, like if it 
was just about making something and selling it, your type of product…
Is there a sense of sort of activism, making fashion less fashion and making, or making 
your fashion less fashion and making it normal?Self-expression, self-
determination, self-esteem and 
acquisition of skills.
• Co-production
• Transparent production processes
• User-product engagement
• Skills and knowledge transference
Empathic connection to the product, the making 
process and the maker
Do you think that is, that idea is relevant in your brand. Sort of, because the styles, sort of 
do follow on each other each season, something is not like, out of fashion, everything kind 
of remains in fashion.
This is probably not a easy question...What process do you follow when you design a new 
collection. Where do you start?
Ability to create something new 
out of raw and semi-raw 
material to meet the desired 
need.
You are known for doing things differently when it comes to presenting new collections at 
Fashion Weeks: from using fuller figure woman, grandmothers of friends, I believe the 
one woman is over 90, performance like installations on the sidewalk with women doing 
normal things, like ironing, washing windows. Why do you use normal women as models 
doing normal household things?
• User-maker relationship
• Customer engagement
• User-product engagement
• Multi-functionality
• Skills and knowledge transference
Alright...I know we've had a conversation about it but I need to ask it again just for the 
recording purposes. Do you stock consignment stores? And why?
It is almost like the representation of your clothing, or...of Superella, we can't just hang it 
on a hanger and it will sell itself.
DIY Motivation Framework in relation to 
Superella
Clothing
So there is not a sense of someone buying something now and in the end of season they 
can't wear it anymore because it is outdated. Desired product or service 
might not be available or 
accessible due to location or 
higher demand for product or 
services.
• Undefined collections
• Greater choice
• Own meaning-making 
• Empathic connection
Mass product or commercial 
services might be of inferior 
quality.
As fashion is traditionally trend driven, like a circular system, how do you see your 
business in terms of such a traditional fashion business? • Fabric quality
• Construction quality
• Trans-seasonal
• User-product relationship
• Transparent production process
• Empathic connection
You said something really nice now, you want to get a woman through a normal day vs 
special day. Do you almost perceive your garments, your clothing, as a functional aspect, 
to cover the body.
The current sort of fast fashion system is known for sort of mass production and easily 
discarded products,  do you follow this model?
Do you think that, that there is a connotation sort of, consciously to sort of stuff that is 
more traditional?
It's almost that people...they just feel comfortable and something and it's explainable why 
they feel comfortable. It's not, it's not just the fabric or the way the fabric feels on them but 
it's sort of like the silhouette or the shape or like you say where it fits on the body, sort of 
where is maybe a little bit tighter, there is a sense of and remembering comfort and 
security and heritage...
Saving money by repurposing 
materials, simplying processes 
and product
• Fixing and mending
• Valuing in-use qualities
• Empathic connection
• Second-hand
• Re-cycling and Up-cycling
• Smaller collections
• Replace as sold
• Simplify construction
• Simplify patterns
• Garment size spectrum
Was it sort of something that was, sort of done in your household where you guys would 
make your own clothes rather than buy clothes or was it just you.
Is that...you saying that the...she is unique but she is difficult to sort of pin down. So am I 
correct in saying,  you don't design for archetype woman.
It is interesting that this sort of simplicity of your work, sort of transcends that sort of 
gender, transcends shape, transcends culture, religion [EB: ja, everything], there is no...
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Emotional Durability DI4Y2
(do-it-for-yourself-others)
Sustainability
Living Object Product
Results
Needs
Lifestyle
Consciousness
Meaningful Association
Emotional Durability
Living Object
Surface
Enchantment
Meaningful Tool Meaningful Association
Narrarive
Attachment
Meaningful Tool
Consciousness
Detachment
DIY
Product and service evaluation
Economic benefit
Quality of product
Diversity of product
Customisation of product
Identity enhancement
Empowerment by creating
Fulfilment by creating
Belonging to a community
Uniqueness in identity
Batterbee & Mattelmäki (2004), Chapman (2005) 
& Fletcher (2012)
Detachment: the product is seen only for its 
functional aspects
The product-user relationship is limited to function 
and skill set development
Consciousness: skill set is required to engage with 
the product
Narrative: the user has a unique and personal 
connection with the product
Attachment: the user has an emotional or 
sentimental connection to the product
The product-user relationship within time and 
space
Surface: the product ages well and develops 
further character over time
Enchantment: the product delights the user in the 
process of discovery
The product-user relationship with an emotional or 
personal connection
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Appendix D – Theoretical Framework 
 
 (developed by the author, based on Armstrong & LeHew, 2011; Wolf & McQuitty, 2011; Smal, 2016)  
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Appendix E – Archival Documentation 
Code Publication details Available Accessed 
AD 1:[sp] Bongela, M. 2012: [sp]. Miss Milli B. Superella. [O] http://missmillib.blogspot.co.za/2012/07/super-ella.html 16 June 2016 
AD 2:[sp] Buti, T. 2015: [sp]. Jozi Jols.  [O] http://media.wix.com/ugd/5af02a_f27f48f60660418a8327eba9997e857c.pdf 14 June 2016 
AD 3:[sp] Corrigall, M. 2013: [sp]. The November Project. Our Collaborators. [O] 
http://thenovemberprojectsa.blogspot.co.za/p/our-
collaborators.html 16 June 2016 
AD 4:[sp] Get it Online. 2014 [sp]. Super-Duper-Ella. [O] http://bloem.getitonline.co.za/2014/01/01/super-duper-ella/#.V17VmleCKUU 13 June 2016 
AD 5:[sp] Grazia Online. 2014: [sp].Joburg Fashion Guide. [O] 
http://www.graziadaily.co.za/graziafashion/joburg-fashion-
guide-melville-and-cresta/ 2 July 2016 
AD 6:[sp] Hattingh, A. 2009: [sp]. iFashion. Superella opens signature store. [O]  
http://www.ifashion.co.za/index.php?option=com_content&vi
ew=article&id=1950&catid=136&Itemid=102 13 June 2016 
AD 7:[sp] James, M. 2012: [sp]. MJandstuff. Ella Buter. [O]  https://mjandstuff.wordpress.com/tag/ella-buter/ 14 June 2016 
AD 8:[sp] James, M. 2014: [sp]. MJandstuff. Self Stylin’…it ain’t that intricate. [O]  https://mjandstuff.wordpress.com/tag/ella-buter/ 14 June 2016 
AD 9:[sp] JHB Live. [Sa]: [sp]. [O] http://www.jhblive.com/Places-in-Johannesburg/shops/superella/5594 14 June 2016 
AD 10:[sp] Kendall,R. 2006: [sp]. iFashion.Local Fashion. [O]  http://lifestyle.iafrica.com/fashion/local_fashion/83960.html 14 June 2016 
AD 11:[sp] Kornelius, N. 2012: [sp]. Under our own olive tree. Superella. [O]  
http://underourownolivetree.blogspot.co.za/2012/07/superell
a.html 16 June 2016 
AD 12:[sp] Leiman, L. 2013: [sp]. Between 10 and 5. Ella Buter. [O] http://10and5.com/tag/ella-buter/ 13 June 2016 
AD 13:[sp] Marie Claire. 2012: [sp]. Street Style. [O] http://www.marieclaire.co.za/fashion/street-style-fashion/favourite-joburg-spaces-superella 2 July 2016 
AD 14:[sp] Meintjies, C. 2014: [sp]. The Pretty Blog. Superella, where design meets comfort. [O] 
http://www.theprettyblog.com/style/superella-where-design-
meets-comfort/ 14 June 2016 
AD 15:[sp] Mr Price. [Sa]: [sp]. [O] http://colab.mrphome.com/bio-ella.php 14 June 2016 
AD 16:[sp] Pringle, P. 2006: [sp]. iFashion. Superella. [O] http://www.ifashion.co.za/index.php?option=com_content&view=article&id=507&catid=136&Itemid=102 14 June 2016 
AD 17:[sp] Prinsloo, A. 2007: [sp]. Beeld Plus. Ella Buter. [O] http://152.111.1.88/argief/berigte/beeld/2007/07/28/LS/11/EllaButler.html 16 June 2016 
AD 18:[sp] Raitt, R. 2011: [sp]. VISI. Superella now at Church. [O]  http://www.visi.co.za/superella-now-at-church/ 13 June 2016 
AD 19:[sp] Schutte, H. 2011. Handsome Things Blog. Superella isvey much nice [O] 
https://handsomethings.com/2011/05/17/superella-is-very-
much-nice/ 16 June 2016 
AD 20:[sp] Searle,J. 2011: [sp]. iFashion. Shop talk PWHOA at the President. [O]  
http://www.ifashion.co.za/index.php?option=com_content&vi
ew=article&id=3508:shop-talk-pwhoa-at-the-
president&catid=78&Itemid=114 
16 June 2016 
AD 21:[sp] Temkin, N. 2013: [sp]. Sunday Times. Treasure Trove. [O] 
http://0-
infoweb.newsbank.com.ujlink.uj.ac.za/resources/doc/nb/new
s/149BB89C0894E640?p=AWNB 
16 June 2016 
AD 22:[sp] The Star. [Sa]: [sp]. Move over Paris Hilton, We’re here. [O] https://www.highbeam.com/doc/1G1-176691151.html 13 June 2016 
AD 23:[sp] Veil Reveal. 2012: [sp]. Good Buter Superella. [O] http://veil-reveal.blogspot.co.za/2012/05/good-buter-superella.html 14 June 2016 
AD 24:[sp] Women24. 2006: [sp]. [O] http://www.w24.co.za/Archive/Super-Superella-20120726 13 June 2016 
AD 25:[sp]  Nokia Cape Town Fashion Week via iFashion 
http://www.ifashion.co.za/index.php?view=category&catid=1
03&page=1&catpage=5&option=com_joomgallery&Itemid=1
02#category 
2 July 2016 
AD 26:[sp] SA Fashion Week 2005 - via Ifashion http://www.ifashion.co.za/index.php?option=com_joomgallery&view=category&catid=304&Itemid=102 2 July 2016 
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AD 27:[sp] SA Fashion Week 2007 - via Ifashion http://www.ifashion.co.za/index.php?option=com_joomgallery&view=category&catid=112&Itemid=102 2 July 2016 
AD 28:[sp] SA Fashion Week 2008 - via Ifashion http://www.ifashion.co.za/index.php?option=com_joomgallery&view=category&catid=104&Itemid=102#&image=1 2 July 2016 
AD 29:[sp] SA Fashion Week 2010 - via Ifashion http://www.ifashion.co.za/index.php?option=com_joomgallery&view=category&catid=505&Itemid=102 2 July 2016 
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